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RECONSTRUCTION OF A DECISIVE PERIOD IN 
LARRA’S LIFE (MAY-NOVEMBER, 1836) 


N MAY 11, 12, and 13, 1836," there was played in the Teatro 

de la Cruz in Madrid a comedy in one act, taken from the 
French, entitled Un procurador o la intriga honrada. Of this 
obscure translation nothing remains but the title.* Yet it is the 
title alone which matters, for it is Larra’s use of it for purposes 
of political satire which marks the beginning of a new and deci- 
sive period in his life, one about which little has been known in 
detail up to the present. - In the following pages an attempt will 
be made to reconstruct, on the basis of documents hitherto un- 
published, Larra’s political position during this period—from 
May through November of 1836—, a position which throws much 
light on the cireumstances preceding and, in a measure, con- 
tributing to the suicide of February 13, 1837. 

To explain the import of the title Un procurador o la intriga 
honrada a brief excursion is necessary into the labyrinth of con- 
temporary Spanish polities and Larra’s connection therewith. 
On September 15, 1835, Juan Alvarez Mendizébal came into 
power with a program for a ‘‘new deal,’’* pledging himself to 
terminate within six months the Carlist rebellion, to place Span- 
ish finances on a sound basis, and to institute sweeping social 
and administrative reforms. This platform was enthusiastically 


1 According to the Diario de Madrid of those dates. 

2 The play in question was not published nor is it to be found among the 
manuscripts in the Biblioteca Municipal of Madrid which formed part of the 
library of the Teatro de la Cruz. If Larra’s statement (see below, p. 3) is 
correct, the French original was then some forty years old, but I have been 
unable to identify it or its author. 

3 The famous programa of September 14, 1835, 
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accepted by all genuine liberals, including Larra, who wrote‘ 
from Paris under date of September 24 that he saw in this turn 
of events the triumph of his own ideas. According to the same 
letter, this was a large factor in his decision to return to Spain.° 
The first article published after his arrival in Madrid, the well- 
known Figaro de vuelta (Jan. 5, 1836),° which initiated the 
series known as the Cartas de Figaro, is full of optimism and 
even enthusiasm for the Mendizébal régime. 

But things did not work out according to the Mendizdbal 
program or according to Larra’s hopes. The offensive against 
the Carlists broke down, and the latter took the initiative, begin- 
ning a series of audacious raids into loyal territory which was 
to make the Constitutional cause look increasingly hopeless, until 
Espartero raised the siege of Bilbao by his brilliant victory at 
Luchana on Christmas Eve of 1836. In the Cortes, Mendizdbal 
was outmanceuvred by the conservative minority led by Martinez 
de la Rosa, and was forced to dissolve the congress and call for new 
elections, which gave him a sweeping majority. (Martinez de la 
Rosa failed to be re-elected from Granada, and Mendizdbal had 
seven seats to choose from.) 

But no sooner had the new Cortes assembled (March 22) 
than rivalry broke out between the Premier and Javier Istiriz, 
Speaker-elect of the lower House (then called Estamento de Pro- 
curadores). The latter had the secret backing of the Queen Re- 
gent, to whom Mendizébal was anathema, politically and person- 
ally. Istiriz was deprived of his post and the enmity between 
him and Mendizdbal reached the point of a bloodless duel (April 
16). It is not impossible that one of Larra’s most powerful 
articles, Los barateros o el desafito y la pena de muerte (April 23), 
may have been intended as a covert and satiric contrast to the 
Mendizébal-Istariz encounter. Be that as it may, it is quite 
evident that by April 3 Larra’s initial enthusiasm for the Mendi- 

4In a letter to his parents published by Carmen de Burgos, Figaro, Madrid, 
1919, p. 181. 

5** Vistas las cosas de Espafia, después de haber caleulado que hacer 
fortuna aqui es casi imposible, porque me falta la fe, es decir, la voluntad de 
arrimarme a la cadena en Paris muchos afios para lograr o no lograr lo que en 
Espafia ya tengo conseguido; visto que ha Ilegado el momento de que mi 
partido triunfe completamente, no quiero verme detenido aqui por un negocio 
[the St.-Mars affair] que debia estar acabado hace ya mucho tiempo.’’ 

6 Published in El Espaiiol of that date and not issued as a separate 


pamphlet until after April 3 (see nota to Dios nos asista, quoted by Chaves, 
Don Mariano José de Larra, Seville, 1898 [1899], p. 180). 
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zabal régime had changed to skepticism and even opposition. 
In the third and last—to be published—Carta de Figaro, the 
pamphlet Dios nos asista, issued on that date, Larra demands a 
genuine new deal, a government based on the needs and facts of 
the moment, without regard to outworn political figures and 
ideology, either liberal or conservative. The attack on Mendi- 
zAbal is carried still further in a highly approbatory review (May 
6) of his friend Espronceda’s denunciatory pamphlet El minis- 
terio Mendizdbal." 

His position untenable because of palace intrigues, despite his 
large majority in the Cortes and undoubted popular support, 
Mendiz4bal resigned on May 15, and Istériz was entrusted with 
the government. The hostile Cortes were dissolved again (May 
22) and new elections called, this time for Cortes Revisoras, to 
give the country a new constitution which would replace the il- 
liberal Estatuto Real of Martinez de la Rosa and yet avoid the 
pitfalls of the radical and twice-tried-and-found-wanting Con- 
stitution of 1812. (This, it must be noted, was a step in the di- 
rection advocated by Larra in his pamphlet Dios nos asista.) 

In view of the circumstances attending the fall of Mendi- 
zabal, to the satiric genius—or ingeniousness—of Larra, one of 
whose most characteristic devices was to cast political satire in the 
form of dramatic criticism, the title Un procurador o la intriga 
honrada naturally appealed as delightfully appropriate, an oppor- 
tunity not to be lost. Consequently, some four days after the 
formation of the Istiriz cabinet—but before the dissolution of the 
Cortes and the convocation of new elections—he sent to El Espafiol 
an article entitled Un procurador o la intriga honrada, full of sly 
allusions suggested by the title, but with only one direct reference 
to the new cabinet: 


La comedia, sin embargo de esa malicia que nosotros le encontramos, y 
de la cual el autor que la escribié hace cuarenta afios no tiene la culpa, ni 
gust6é ni peté. Experimenté la suerte de un ministerio nuevo; a lo cual 
afadiremos que tuvo que ceder el puesto a otras comedias, y desaparecer : 
fin y paradero que pudiera igualmente tener esta otra comedia mAs seria, de 
la cual, aunque vemos ya seis personajes, no acertamos a ver siquiera un 
acto, desde que esta levantado el telén, que har4 como cuatro dias. 


To Larra’s annoyance, the article was rejected by Andrés 


Borrego, managing editor and leading spirit of El Espaiiol, old 
friend and ally of Istiriz. As a consequence, it was never pub- 


* This article of Larra lay forgotten until Lomba republished it in 1927 
(Clasicos castellanos, 77, pp. 249-254). 
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lished—as such—during Larra’s life time, although he included 
a goodly portion of it—minus the reference to the Istiériz cabinet 
and the burlesque tone of political speech—in an unsigned and 
uncollected article, Teatros: Revista del mes, which came out in 
El Espafiol of May 23, and to which further reference will be made 
later on. But the original lay among the papers of Figaro until 
his son Luis Mariano sent it, along with other imedita of his 
father * to the Semanario Pintoresco Espajiol, in which it appeared 
in 1852 and from which it was reprinted in the two volume Obras 
de Figaro issued in Barcelona in 1857. This did not prevent its 
being featured as an articulo inédito in the bulky volume mis- 
named Obras completas which Montaner y Simén published in 
Barcelona in 1886. 

To return to Larra. On learning of the action of Borrego, 
he wrote an open letter entitled Despedida de Figaro, which reads 
as follows: 


Figaro . . . Sr. Director del Espajfiol, pido la 
palabra. 

Drrecror . . . Para qué? 

Figaro . . . Para rectificar un hecho. 


Director . . . El Sr. Figaro tiene la palabra 
para rectificar un hecho. 


8 Beginning in the first number of the year 1851 (vol. XVI, pp. 2-3) with 
Representacién de la tragedia titulada La Muerte de Abel, largo tiempo pro- 
hibida (Marzo-1835-Inédito). To this article is appended an explanatory 
note: ‘‘Tenemos la satisfaccién de anunciar a nuestros lectores, que el Sema- 
nario publicaré algunos articulos inéditos del malogrado Larra, que debemos 
a la buena amistad de su hijo. Entre ellos se cuentan uno titulado Adelante, 
que prohibié la censura, y otro escrito en vista de esto con el titulo Atrdés, que 
sufrié igual suerte que el primero.’’ Atrds and Adelante were printed in the 
same year (pp. 28-29 and 66-67), and in 1852 (vol. XVII, pp. 3-4) appeared 
Teatros. (Articulo inédito de Figaro.) Un procurador o la intriga honrada, 
comedia nueva, In 1853 (vol. XVIII, p. 5) appeared Figaro al Director del 
Espaiiol, para deshacer varias equivocaciones, with the following note: ‘‘ Hace 
algunos afios que en cada tomo del Semanario damos a conocer uno 0 mas 
articulos del inolvidable Figaro; en este naimero aparece uno de los pocos 
escritos inéditos que de 6] nos quedan, y en el siguiente saldran también a luz, 
por vez primera, algunas octavas desconocidas de Espronceda. El Semanario 
de 1853 se inaugura, pues, recogiendo en sus pAginas dos producciones de Larra 
y de Espronceda que el pdblico no ha leido.’’ And in 1854 (vol. XIX, pp. 
11-12) the Semanario published ‘‘Teatros. La Empresa Nueva.—Reformas 
teatrales. Discurso dramdticopolitico.’’ This last article has never since been 
reprinted. All the others were reproduced in the Barcelona edition of 1857, 
but only La Muerte de Abel and Un procurador are included among the 
inéditos (!) of the Montaner y Simén edition (1886). 
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Sr. Director del Espaiiol: En la primera carta que a mi vuelta del 
extranjero publiqué, di los motivos por que me decidia a escribir en el 
peridédico que V. dirige. 

Independiente siempre en mis opiniones, sin pertenecer a ningirc 
partido de los que miserablemente nos dividen, no ambicionando ni de 
un ministerio ni de otro ninguna especie de destino, no tratando de figurar 
por ningin estilo, comencé a escribir hace afios y no tuve nunca mas norte 
que el de gustar al mayor nimero posible de lectores; para conseguirlo 
erei que no debia defender mds que la verdad y la razén, crei que debia 
eombatir con las armas que me siento aficionado a manejar, cuanto en mi 
conciencia fuese incompleto, malo, injusto, o ridiculo. 

Esta es la razén por que constantemente he formado en las filas de la 
oposieién; no habiendo habido hasta el dia un solo ministerio que haya 
acertado con nuestro remedio, me he creido obligado a decirselo asi clara- 
mente a todos. 

Si yo tuviera alguna importancia politica o literaria, tal vez sentaria 
doctrinas, o acumularia profesiones de fe. Felizmente no tengo ninguna, 
y el solo privilegio que reclamo es el de no hacer cuerpo comin con nadie: 
por eso firmo constantemente cuanto eseribo y sélo de ello puedo ser 
responsable. 

Siguiendo este sistema, he remitido a V. un artieulo riéndome de lo 
que en el dia me parece risible, sin cuidarme de si estaba o no en el 
sentido mismo de su periddico, sea éste el que fuese. Este articulo mio 
ha sido devuelto por V., por no hallarse de acuerdo con sus opiniones en 
el dia; no pudiendo exponerme a escribir otros que tengan igual resultado, 
tengo el honor de advertir a V. que sin que se altere en nada el aprecio 
que le profeso, dejo desde este momento de ser redactor del Espajiol. 

Bastante censura nos ponen los gobiernos sin que se nos afiada a los 
eseritores otra doméstica en nuestro mismo periddico. 

Como en los folletos y dem4s escritos que pienso seguir publicando, 
he de dejar ver mds claramente mis opiniones, solo afiadiré, para que no 
se pueda dar a este paso mds motivo que el que yo le doy, que para mi asi 
el ministerio Istiriz como el ministerio Mendizdbal, como cuantos le han 
precedido y le seguirdn, no tiene m4s importancia que la del bien o el 
mal que pueden hacer a mi pais. En el ministerio Mendizdbal he criti- 
cado cuanto me ha parecido criticable, y de ello no me retracto; lo mismo 
pienso hacer con el actual y con euantos vengan detras, hasta que tengamos 
uno completo que termine la guerra civil y dé al pais las instituciones 
que en mi sentir reclama; el acierto es pues el inico medio de hacerme 
cesar en mis criticas, porque en cuanto a alabar no es mi misién ni creo 
que merece alabanza el que hace su deber. Por ahi inferiré V. que tengo 
oficio para rato. 

En el interin quedo de V. atento y s. s. 


But this article, like its predecessor Un procurador, remained 
unpublished, and Larra did not sever his connection with El Es- 
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paiol, for reasons that will become apparent later. The manu- 
seript of the Despedida de Figaro was carefully preserved among 
Larra’s papers and until now has never been published in full. 
Some time later, evidently in 1886, the date of the Montaner y 
Simén edition, a manuscript copy of this and other unpublished 
material was made, but so carelessly done that, after transcribing 
the first page of the Despedida the coypist went on to the second 
page, not of that article, but of another autograph entitled 
‘*Figaro’’ al Director de ‘‘El Espaiol’’ para deshacer varias 
equivocaciones. This copy, of which I shall have more to say 
later, was deposited in the Biblioteca Nacional, as part of the legal 
requirements connected with the publication of the Montaner y 
Simén edition of 1886.° In 1897 Foulché-Delbose published ** 
an unfortunate article entitled Quatre articles inédits de Mariano 
José de Larra, reproducing, errors and all (and with additional 
ones of his own making), this manuscript of the Biblioteca Na- 
cional. Except for the initial page of the Despedida, all of this 
material had already been published in 1886 and most of it earlier.” 


® Instead of a copy of the Montaner edition, Larra’s heirs (his son Luis 
Mariano and his daughter Baldomera) deposited a quasi-equivalent in the shape 
of a copy of the second Yenes edition (1863) of the Obras completas (!) and 
four manuscripts containing respectively the play Fernén Gonzdlez o la ex- 
encién de Castilla, the poems, the Sindnimos de la lengua castellana, and 
‘*varios articulos y fragmentos de otros.’’ The latter (Ms. P.V.-Fol. C36- 
No, 22-18673) is the manuscript we are concerned with. These four manu- 
scripts represent the new material contained in the Montaner y Simén edition. 
Collation with the printed version shows that these manuscripts were not used 
in the publication, but represent hasty and careless copies of the originals 
made for the express purpose of the legal deposit. This accounts for the 
garbled state of the manuscript which Foulché-Delbose reproduced, which by 
no means corresponds to the ‘‘articulos inéditos’’ of the Montaner y Simén 
edition (see note 11). For a further discussion of these mss. see A. Rumeau, 
Une copie manuscrite d’cuvres inédites de Larra: 1886 (Hispanic Review, 
1936, IV, 111-123). 

10 Revue Hispanique, IV, 314-328. 

11The BN manuscript (and Foulché-Delbose’s reproduction) contains 
four articles: La honra de una mujer (published in Zl Espafol for Oct. 29, 
1835, but reprinted as ‘‘inédito’’ by Montaner y Simén), the Carta al Viajero 
Inglés (ineluded correctly in the Montaner y Simén edition, but garbled in the 
ms. copy—see below p. 10, ll. 12-17), the Muerte de Abel (printed three times 
previously: in 1852, 1857, and 1886) and the Despedida de Figaro (really 
**inédito’’ and not included in the Montaner y Simén edition). But of this 
latter article only the opening page is reproduced (see the discussion above). 
The article Figaro al Director del Espaiol, para deshacer varias equivocaciones 
(published in the Semanario Pintoresco Espafiol and in the edition of 1857, 
but not included in the Montaner y Simén Obras completas) is utilized—all 
but the opening page,—not under its own name, but to complete both the 
Despedida de Figaro and the Carta al Viajero Inglés. 
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To return to Larra again. In place of the Despedida de Figaro 
there appeared in El Espafiol of May 23 the article Figaro al 
Director de El Espafol, included by Larra in the fourth volume of 
his collection Figaro and repeated in all subsequent editions of 
that work. This article is a reworking and amplification of the 
Despedida. The tone is softened, and the short, unequivocal 
phrase of resignation in the Despedida (‘‘tengo el honor de advertir 
a V. que sin que se altere en nada el aprecio que le profeso, dejo 
desde este momento de ser redactor del Espafiol’’) becomes a mere 
‘*interpelation’’ and profession of independence: 


. . » usted me permitiré que le interpele, segin el uso del dia, y le 
pregunte sencillamente en qué sentido habré de escribir para verme im- 
preso en su periddico. . . . Si El Espaiol es ministerial, usted me per- 
mitiré que sin que se altere en nada el aprecio que le profeso, sacuda 
desde este momento toda mancomunidad de responsabilidad politica; y si 
no lo es, espero que explicitamente me lo manifestaré, seguro de que 
poeas cosas serian para mi m4s dolorosas que haber de renunciar a las 
ventajas que su amistad y su periéddico me han ofrecido hasta el dia. 


At the end this sentence is added: 


“Espero pues su respuesta para saber el partido que debo tomar, y 
sé6lo me queda que hacer presente a usted que cualquiera que ella sea, tole- 
rante como soy con las opiniones de los demas, ni dejaré de respetar las 
suyas, ni trato con este paso de aventajar mi posicién a costa de su 
periddico.” 

Furthermore, in the published article there has been deleted 
the reference to the (satirical) ‘‘folletos y demas escritos que pienso 
seguir publicando.’’** An omission of considerable significance, 
as we shall later see. 

Immediately following Larra’s ‘‘interpelation’’ comes in the 
same number of El Espaiiol Borrego’s answer: El Director de ‘‘ El 
Espanol’’ a ‘‘Figaro.’’ And likewise in the same number is pub- 
lished the unsigned article Teatros: Revista del mes** which in- 
corporates most of the rejected article Un procurador, minus, as 
has been said, the allusions to the Istiriz ministry. 

The changes and coincidences accompanying this exchange of 
letters smacks of one of those prearranged epistolary comedies so 

12 Probably a reference to the mysterious Cartas Cuarta y Quinta de 
Figaro. (See notes 31, 34, 35.) 

13 This article, and the other unpublished and uncollected writings of 


Larra mentioned hereafter, are published in full in the forthcoming first volume 
(Paginas desconocidas) of my Larra y su obra. 
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frequent in politics, of some sort of negotiations or understanding, 
tacit or explicit, according to which—as later events prove—Larra 
was to save his face by asserting his independence while at the 
same time remaining on the staff of El Espajiol. 

It must not be forgotten that on the 22nd of May—after the 
Despedida but before the revised and printed version—the Cortes 
were dissolved and elections called for a Constitutional Assembly. 
This was undoubtedly, as we shall see, a powerful factor in Larra’s 
change of front. 

There is still further evidence pointing to an agreement or bar- 
gain with Borrego. Among the unpublished papers of Figaro 
there is an autograph document in which Larra summarizes in log- 
ical fashion the alternatives open to him, concluding with a draft of 
a new and more remunerative contract with El Espafiol. (A very 
interesting example of his propensity to think pen in hand and re- 
duce to logical terms even personal problems.) This document 
starts off as follows: 


No pudiendo escribir en el Espafiol tal cual hemos quedado en el dia, 
es indispensable 

O: reseindir el contrato existente, separandome de la redaccién ; 

0: sustituir un contrato nuevo por el cual quede obligado en la misma 
forma y condiciones con la sola diferencia de firmar mis articulos con 
mi apellido o mi inicial en vez del seudénimo Figaro, que supone articulos 
jocosos, que en el dia no puedo eseribir, y en consecuencia suprimir la 
clausula que me impide dar mis tareas a otras empresas periodisticas; 

©: proponerle al Espafiol de asumir en si cuanto yo puedo escribir, 
dando una remuneracién mds proporcionada a lo que yo puedo exigir en 
el dia dedicfndome corps et dme a su periddico, y mds en armonia con 
las ventajas de la Empresa del Espafiol; en euyo caso me obligaré con 
condiciones mds estrechas a dar cada sébado un articulo de costumbres 
politicas, respetando tanto en ellos como en los demd&s los compromisos 
vitales y el sistema general del periéddico, pero qued4ndome enteramente 
independiente en las cuestiones subalternas y en la sdtira de abusos e 
injusticias existentes, qued4ndome encargado, ademds, del ramo de teatros 
y literatura. ... 


These lines of Larra certainly do not bear out the statement in 
the published letter to Borrego ‘‘ni trato con este paso de aventajar 
mi posicién a costa de su periddico.’’ Although it was only natural 
that he should try to turn to his own advantage the dilemma in 
which Borrego had put him, it was unnecessary publicly to assert 
the contrary. It is still more of a shock to find that, despite his 
protestations of independence, Larra is willing to devote himself 





A DECISIVE PERIOD IN LARRA’S LIFE 9 


‘‘corps et Gme’’ to El Espatiol—for more pay. But in justice to 
him it must be said that an increased salary ultimately played no 
part in his final decision. 

It is not clear whether the draft of a new contract was written 
before or after the epistolary interchange of May 23. It may quite 
possibly have been after, since Borrego’s published reply was by 
no means to Larra’s satisfaction. For in it Borrego, after a wordy 
review of his own political history, beliefs and position at the mo- 


ment, proposed quite frankly to Figaro a truce to political satire 
of all sorts, in these words: 


En semejantes momentos, pues, he creido que nuestro peridédico debia 
observar una conducta grave y digna, olvidar el ministerio y la oposicién, 
y atender sédlo a la defensa de dos privilegiados objetos, el Trono y la 
Thbertad. 

Exclusivamente preocupados de su suerte, interin salimos de la crisis 
en que el pais se halla, espero, mi buen amigo y colaborador, no nos negar4 
su voto a favor de que hagamos treguas con todo el mundo y sélo tengamos 
armas para defender la prerogativa real y los derechos de la nacién. 


This public, although veiled, invitation to adopt a clear-cut 
attitude of non-opposition and even of collaboration was by no 


means to Larra’s liking, desirous as he was of preserving at all 
costs the appearance, at least, of complete freedom from any 
political ties or obligations. And on that very same 23rd of May 
he wrote Borrego another open letter protesting against certain 
of the statements and implications in the latter’s answer. This 
second article in letter form bears the title, already mentioned, 
of Figaro al Director de El Espaiiol, para deshacer varias equi- 
vocaciones. 

The bibliographical history of this article presents even more 
of a crazy comedy of errors than that of its predecessor, the Des- 
pedida de Figaro. Like the former, it exists in two redactions, 
which, however, vary only in minor details of wording and arrange- 
ment. But neither of these redactions was ever published by 
Larra himself. His son, however, sent one of them—the revised 
version—to the Semanario Pintoresco Espaiiol, in which it ap- 
peared in the first number for 1853 (v. XVIII, pag. 5), and from 
which it was reprinted in the Barcelona edition of 1857 (II, 308— 
80). Strangely enough, it was not included in the Montaner y 
Sim6én edition of 1886, although the first version was still—and 
still is—among the papers of Figaro, and all but the opening page 
of this first draft was copied in the manuscript deposited in the 
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Biblioteca Nacional as the legal equivalent of the new material 
in the 1886 edition.* This so-called authoritative edition care- 
lessly published in its stead another letter addressed to the Srs. 
Redactores del Espaiiol, the author of which was not Figaro, but 
Lorenzo Milans del Bosch, a friend of Larra’s.*® 

This is only part of the series of errors connected with this 
second letter to the editor of El Espafiol. The revised version, 
posthumously printed in 1853 and 1857—and never since—, con- 
tains a lacuna, which is dismissed in a footnote with the bare state- 
ment: ‘‘Faltan algunas palabras en el manuscrito.’’ But this 
omission is more extensive, as I will later show. 

I have called attention before to the fact that the copyist of 
the Biblioteca Nacional manuscript of 1886, after transcribing 
the first sheet of the Despedida de Figaro, went on to the second 
sheet of the first draft of Figaro al Director del Espanol para 
deshacer varias equivocaciones, regardless of the absolute lack of 
connection and sense between the two. But that is not all. On 
arriving at the end of the last paragraph of the third sheet of the 
second letter, the copyist, noticing that the rest of that sheet was 
crossed out by the author and that the following sheet began in 
the middle of a sentence, decided to terminate at this point his 
hybrid copy (entitled Despedida de Figaro, but containing one 
sheet of this article and two of the other, and neither complete). 
Casting about for a place to use the material left over, he pro- 
ceeded to tack it on—again without any regard to sense—to an- 
other unpublished and incomplete manuscript found among the 
papers of Figaro (and now among the autographs deposited 
by D. Carlos de Larra** in the Museo Romantico), the Carta al 
Viajero Inglés, which is, however, included in its proper incom- 
plete form, in the printed edition of 1886. It is sad to record 
that Foulché-Delbose in publishing the Biblioteca Nacional manu- 
seript reproduces without comment or justification all these errors 
of the copyist. 

But the 1886 manuscript is not absolutely worthless, however. 
A study of the erroneous termination of the Carta al Viajero 


14 See note 9. 

15 This letter was printed, under the signature of its real author, in Zl 
Espaiol of April 17 and in El Jorobado of April 18. Among the unpublished 
political correspondence of Larra there is a long letter, beginning ‘‘ Mi queri- 
disimo Mariano’’ from Milfns del Bosch, dated Arévalo, July 13. 

16 The great-grandson of Figaro, to whose generosity I owe access to the 
autograph documents utilized in this study. 
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Inglés—really the latter part of Figaro al Director de El Espaiol 
para deshacer varias equivocaciones—reveals that in one place 
it does not follow the extant manuscript of the first draft, but 
rather the missing sheet of the revised version which Luis Mariano 
carelessly forgot to send to the Semanario Pintoresco Espaiol. 
This page has since disappeared, but I have been able by means 
of the manuscript copy of 1886 to complete the revised version. 

After this disgression—diverting in both senses of the word— 
let us return to Larra and his second letter of protest to Borrego. 
In this he takes sarcastic exception to Borrego’s request for a truce 
to defend the royal prerogative and the rights of the nation: 


Debo decir a V. en primer lugar que, siendo mi principio el de hacer 
constantemente la guerra a cuanto me parezea torcido, no tengo por qué 
esperar a que salgamos de crisis ninguna ni hacer treguas con nadie, 
tanto mds cuanto que creo que hay crisis para rato y que esa misma 
crisis entra en mi jurisdiccién.** 


He goes on to say that as far as defending the royal preroga- 
tives and the rights of the nation, it would be ridiculous for him, 
a humble barber of Seville, to have the presumption to defend 


the royal prerogative which, after all, is firmly established; as for 
the rights of the nation they do not yet exist and it is they that 
he would defend. He ends by again making his complete inde- 


pendence of all political ties a prerequisite of remaining with El 
Espaiol: 


Coneluyo pues diciendo a V., sefior director del Espafiol, que sdélo 
reduciendo a mi mismo la responsabilidad de mis pobres escritos, y no 
participando de la de los demas, sélo no teniendo que escribir bajo inspira- 
ciones ajenas y no viéndome expuesto a que se alteren o supriman mis 
articulos, puedo ahora y siempre seguir ocupando un nicho en su extenso 
periédico, favor que le ha de ser a V. tanto mids facil concederme, cuanto 
mas insignificante es mi posicién y cuanto que creo que no harfn nunca 
una revolucién las humildes y barberiles travesuras de su afectisimo 


Figaro 


Negotiations continued with Borrego and this letter, intended 
to reinforce and drive home the public declaration of independence 
contained in the first one, never came out in El Espafiol. Nor did 
Larra get the new and more remunerative contract he at this time 
seemed to be angling for. In an autograph note of his income 
from January to August 1836, his monthly salary from El Espajiol 


17It is here that the Despedida de Figaro (!) ends in the ms. copy of 
1886 and in the Foulché-Delbose article. 
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is invariably put down as 1,666 reales, or 20,000 reales a year, the 
amount stipulated in the contract signed in January.** Never- 
theless, Larra continued with El Espafiol and Figaro not only sus- 
pended his series of Cartas or pamphlets, but even ceased to write 
articles of political satire, devoting his signed production—and 
part of the unsigned—to topies of literary and cultural interest. 
(On June 9 he starts a series of six articles—as yet uncollected— 
on the publie lecture courses in the newly revived Ateneo,’® and 
on June 12 the signature Figaro, absent since May 23, reappears 
under the well-known review of Martinez de la Rosa’s Aben 
Humeya.) 

The explanation for this line of conduct, at variance with his 
declarations—both published and unpublished—is undoubtedly to 
be found in the following extract from El Boletin Oficial de Avila, 
reprinted in El Espaiol for June 25: 


Con el mayor placer anunciamos a los electores, nuestros amigos 
politicos, que el Sr. D. Mariano José de Larra escribe piensa presentarse 
de candidato para representar la provincia de Avila en las préximas Cortes 
Revisoras.”° 

Hay nombres que equivalen a una profesién de fe politica: el Sr. 
Larra, como literato profundo, como autor dramftico, como hombre 
politico independiente de influjo e interés personal, como hombre de valor 
civieo, pertenece con honor al siglo XIX. Jévenes viejos como el autor de 
Figaro hacen honor a nuestra patria, y nosotros nos atrevemos a postu- 
larlo, confiados en el patriotismo, buenos deseos del acierto, y luces de los 
electores. Avila, 18 de junio de 1836.—Varios amigos de Larra. 


In spite of the phrase ‘‘independiente de influjo e interés 
personal,’ Larra was a candidate on the government ticket and 
as such as supported not only by the Boletin Oficial, the adminis- 
trative organ, but by the provincial office-holders, among whom was 
Alfonso Carrero, uncle of Dolores Armijo.”* So, after a sharp 


18 According to the letter published by Carmen de Burgos, op. cit., p. 207. 

19 These articles are not mentioned by Artiles in his study Larra y el 
Ateneo (Revista de la Biblioteca, Archivo y Museo del Ayuntamiento de 
Ma@rid, 1931, VIII, 237-251). 

20 El Vapor, of Barcelona, which was very friendly to Figaro, printed 
(July 2) this swelto: ‘‘En carta de Avila del 16 se dice que D. Mariano José 
de Larra (el ingenioso Figaro) piensa presentarse de candidato para repre- 
sentar la provincia de Avila en las préximas Cortes.’’ 

21 The civil governor, Domingo Ruiz de la Vega, the contador de propios 
AcilG and the intendente Carrero, friends of Larra since his visit to Avila in 
February, all worked for his election. But the most assiduous was his old 
friend Ramén Ceruti, secretary to the governor. Letters from him are the 
most numerous among Larra’s unpublished political correspondence, but they 
are not lacking from the others, particularly Carrero. See Carmen de Burgos, 
pp. 208-223, for further details. 
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struggle with himself—between, on the one hand, the genuine im- 
pulses and desires reflected in the unpublished correspondence 
with Borrego, and on the other, the cool, even calculating, apprai- 
sal of the advantages to be derived from the situation—,the latter, 
reinforced by political ambition, won the day. Larra finally— 
but not publicly—sacrificed the spirit, if not the letter, of his 
cherished independence on the altar of legitimate ambition. After 
all, it was difficult for him to do otherwise. To leave El Espaiiol 
would have been a gesture he could ill afford, burdened as he was 
with debt. Always pressed for money, sincerely desirous of con- 
tributing to give his country the type of constitution he believed 
she needed, necessity, patriotism, ambition and even love—for was 
he not going to represent Avila, where Dolores was still residing 
with her uncle, and would not that distinction induce her to smile 
on him again (as indeed it seems to have done) !—all these were 
factors in his decision. And all natural and defensible enough, 
if not altogether consistent with the aura of independence which 
he had proudly built up around the signature of Figaro and which 
he regarded as its greatest asset. This, through pride and through 
real conviction, he could not and would not sacrifice. Hence the 
compromise—and compromising—solution of silence and ‘‘benevo- 
lent’’ neutrality, for which he was to receive no material reward 
except ministerial support for his candidacy for a post which 
carried no salary. Thus—in his own mind—would he keep his 
skirts clean and preserve, before his public and before his own con- 
science, the outward appearance and the inward illusion of con- 
sistency and independence. 

But this ‘‘formula,’’ as the diplomats put it, deceived no one 
but himself. More than that, it placed Larra at a decided and 
undeserved disadvantage. For it was in essence a tacit acceptance 
of Borrego’s proposal. Such was the interpretation inevitably 
to be placed on the following succession of events: (1) Figaro’s 
open letter of May 23 asserting his complete independence and 
purpose to criticize all ministries; (2) Borrego’s reply, asking for 
a truce and collaboration; (3) the subsequent silence of Figaro on 
political topics; (4) Larra’s candidacy and election, with govern- 
ment support. From these facts, the only ones known to the pub- 
lic—aside from unfavorable café and tertulia gossip—Figaro’s 
enemies and those of the Istairiz regime were only too readily con- 


vineed that he had secretly and hypocritically gone over to the 
government. 
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Consequently he soon felt obliged to make some sort of a public 
declaration of his stand. This he did in as inconspicuous and as 
indirect a manner as possible, still trying to preserve the appearance 
of independence and consistency without denying his ministerial 
connections. El Espaiiol of July 16 reproduces the following para- 
graphs published in the Boletin Oficial de Avila: 


La provincia de Avila, que siempre se ha distinguido por su patriotismo 
y lealtad, va a dar una prueba de su buen juicio en las préximas elec- 
ciones, si hemos de creer la opinién generalizada en todos los distritos 
electorales para la votacién de los diputados. He aqui los que parece 
reuniran la mayoria legal: sefiores D. Eugenio de Tapia,?*? D. Leandro 
Ladrén de Guevara, y D. Mariano José de Larra. Recomendar a los dos 
primeros seria hacer injusticia a sus reputaciones bien sentadas de sabi- 
duria, juicio, y amor a la libertad y al orden piblico: sélo diremos que la 
eleccién del sefior Tapia es mds indispensable que nunca, porque tiene 
casi coneluido ya el proyecto de eédigo civil de Espaiia, en cuyo trabajo 
ha empleado dos afios. 

E! sefior Larra es demasiado conocido en el mundo politico y literario: 
en el primero ha mostrado su independencia e desinterés: solicitado 
por varios ministerios para que recibiese destinos de honor y de repre- 
sentacién social, nunca ha aceptado: casi siempre estuvo en la opo- 
sicién, y lo hizo con fruto. Hoy no lo estd, pero si preciso fuere algan 
dia, la abrazar& con la misma energia que siempre, porque si es amigo del 
actual ministerio, lo causa habernos dado de un salto eleccién directa y 
Cortes revisoras. Es amigo del actual ministerio, porque conoce los ante- 
cedentes y firmeza de los individuos que lo componen. El sefior Larra, 
si se ve honrado con la confianza de los avileses, corresponderé dignamente 
al mandato.—Un elector. 


Was this really written by some (as yet unknown) elector, or 
does this signature hide the figure of Ceruti or of Larra himself? 
It is not at all unlikely that Larra had a hand at least in this an- 
nouncement, since the attitude and reasons it ascribes to him coin- 
cide closely with those which he himself sets forth in the unpub- 
lished apologia he was to write a month later.** 


22 Eugenio de Tapia (1776-1860), one of the minor political, literary and 
intellectual figures of the early nineteenth century in Spain, deserves more 
notice than he has hitherto received. His multifarious activity as politician, 
poet, dramatist, novelist, satirist, translator, compiler, historian, and legislator 
makes him one of the most characteristic figures of that restless period. His 
importance as a costumbrista has been entirely overlooked. His Viage de un 
curioso por Madrid in two numbers (called jornadas), issued anonymously 
(Fuentenebro, Madrid, 1807), is one of the most important forerunners of 
Mesonero and Larra. A study of Tapia is in preparation. 

23 See below, pp. 17-19. 
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But Larra in the meantime was in high spirits, as reflected in 
the articles, signed and unsigned,** written between June 9 and 
August 12. Love and fortune were again smiling on him, and he 
worked harder during these two months than at any time since 
the summer of 1834, both at his election, as the voluminous political 
correspondence left among his papers indicates, and at his news- 
paper work. In a letter to his parents under date of July 15 he 
says: ‘‘las elecciones y la ausencia de Borrego nos dan infinito que 
hacer en el peridédico.’’** Just what this added routine work 
consisted in it is impossible to establish, but a lucky chance has 
given me the opportunity of identifying one article at least which 
otherwise never could have been attributed to him. The Hemero- 
teea Municipal of Madrid recently acquired a file of El Espaiiol 
from January 1 to August 31, 1836.2* The file had evidently been 
an office copy, for in a number of cases the name of the author and 
the number of lines is written in ink across the face of the unsigned 
articles. (By this means I have been able to corroborate in most 
eases my attribution of unsigned articles to Larra.) The article 
previously referred to is none other than a political editorial in the 
issue of August 2, which sarcastically reproaches Mendizabal for 
his inconsistency in not disavowing the seditious rioting of his 
partisans in Malaga (July 26-28). Certainly ‘‘benevolent neu- 
trality’’ could go no further. 

But Larra’s error was one of judgment as well as of conduct. 
This may seem strange in Figaro the skeptic and satirist, in the 
man who wrote from Paris (Sept. 24, 1835) to his parents: ‘‘ Fiense 
ustedes en mi prudencia y en que conociendo el mundo demasiado 
bien, por desgracia, no seré la fe (que no la tengo en ninguna 
opinién politica) ni la ceguedad de partido, ni la precipitacién 
la que me comprometa.’’**7 What Larra could not—or would not 
—see was that the Istiriz government, born of palace intrigue and 
lacking popular support, was foredoomed to disaster. How could 
it hope to sueceed where Martinez de la Rosa and Toreno had 
failed? Far less than his predecessors could Istiriz stem the ris- 
ing tide of radical liberalism which was to dominate Spanish poli- 
ties until 1843. But that was naturally not quite so apparent to 


24 See note 13. 

25 Carmen de Burgos, p. 222. 

26 The only other extant file of this journal (Nov. 1, 1835—Dec. 31, 1837) 
is in the Biblioteca Nacional. Unfortunately many numbers are missing and 
mutilated, especially after August 31, 1836. 

27 Carmen de Burgos, p. 181. 
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Larra as it is to us now. Brought up under the absolutism of 
Fernando VII, he had an exaggerated opinion of royal prestige in 
general and of Maria Cristina in particular, whose position had 
been seriously compromised by her liaison and clandestine mar- 
riage to Mufioz. An intellectual, an aristocrat by temperament, 
he was, despite his progressive ideology and his previous bitter 
disappointment in Martinez de la Rosa, instinctively disposed in 
favor of a government of men of letters (like himself) of genuine 
liberal antecedents, such as Alcal4 Galiano and the Duque de 
Rivas, ministers in the Istériz cabinet. And—curious but com- 
prehensible paradox—the very same Larra who understood as no 
one else the Spanish temperament and its abhorrence of compro- 
mise,** was inclined by his own rational mind and training, real 
convictions and genuine patriotism to approve of the hopeless ideal 
cherished by the Istariz group of uniting all factions ia a middle- 
of-the-road policy and Constitution. 

But Mendizébal and his associates were implacable in their 
hatred of the renegades—as they considered the Istiriz party— 
who had cheated them of power. When the elections for the Con- 
stitutional Assembly showed the inevitable majority for the gov- 
ernment, the storm broke. The Constitution of 1812 was pro- 
claimed in Malaga and the movement spread throughout Andalusia 
and the entire East, reaching Barcelona and Madrid, where Gen- 
eral Quesada, military governor of New Castle, put down the 
revolt (Aug. 3). But elsewhere it was successful and the Istiriz 
government was doomed. On the night of August 12 the garrison 
at La Granja, where the Queen Regent was staying, revolted and 
Maria Cristina was forced to proclaim (Aug. 13), for its third 
lease of life, the Constitution of 1812, darling of the ezaltados 
(now called progresistas). The elections were annulled and the 
reins of government entrusted to José Maria Calatrava, one of the 
radical ‘‘die-hards’’ who in 1823 in Cadiz had voted, as a last 
gesture of impotent intransigeance, the deposition of her former 
husband, Fernando VII. When the news reached Madrid, the 
members of the Istériz cabinet had to flee abroad to save them- 
selves from the mob which murdered General Quesada. All sus- 
pected partisans of Istiriz were in danger, among them Larra, 

28Only two months previously, in Dios nos asista he had written: 
‘*Nosotros con todo nos volvemos extremos; y un hombre aqui ha de ser un 
dios o un pfearo. No hay medio.’’ This occurs in a passage which refers 


not unfavorably to Mendiz4bal and which Larra subsequently deleted in pre- 
paring volume IV of his collection Figaro. 
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who apparently had to keep to his house for the moment. This is 
the interpretation I place on the following unpublished scrap of a 
letter found among his papers. It is addressed to his friend Roca 
de Togores, later Marqués de Molins, and says: 


Mi muy estimado amigo: Como presumo que V. sale y anda por las 
calles sin inconveniente, me a presuro a pedirle un favor. Necesito con- 
sultar con... . 


This interpretation is born out by the first sentence of a letter 
written on August 22—when things had quieted down—to his wife, 
from whom he had been separated since 1834: 


“Te escribo para tranquilizarte; las cosas parecen tomar un aspecto 


més sereno, y sigo dAéndome a mi vida laboriosa para reponer un poco mis 
intereses atrasados.” *° 


It was apparently about this time, too, that he drew up a long 
letter to the press, covering in his minute hand all four sides of a 
folded sheet of foolscap. In this document he attempts to refute 
the not completely unfounded charge of having ‘‘sold out’’ secretly 
to the Istiriz party. Gossip had also magnified his seclusion dur- 
ing the tumultuous days following the 13th of August into a 
clandestine flight from Madrid, similar to the one made, for per- 
sonal reasons, in April of the preceding year. Smarting under 
these accusations, possibly all the more because of the modicum 
of truth in them, the proud and sensitive Larra defended himself 
with all the resources of his dialectic mind. These pages are even 
more of a disconcerting mixture of confession and suppression, of 
sincerity and sophistry than the incomplete article Figaro en Lis- 
boa *® which he wrote, under not dissimilar circumstances, in Paris 
in June of 1835, to forestall criticism and, especially, to silence his 
own conscience. The document written at the end of August, 
1836, was likewise intended, one cannot help suspecting, as much to 
rationalize his conduct in his own eyes as to convince others. 


Following are some of the more pertinent extracts from this 
document : 


Muy Sres. mios. Siempre me he parecido mal que quiera nadie darse 
m4s importancia de la que realmente tiene. La mia es bien pequefia para 
andarme alborotando el mundo externo con manifestaciones: estoy con- 
vencido de que la Espaiia, Madrid mismo, mi propio barrio tal vez, se 
ocupa muy poco de mi persona; pero como cada cual tengo mi cireulo de 

29 Carmen de Burgos, p. 229. 

80 See note 13. 
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personas conocidas, tengo amigos y familia en fin, euyo aprecio me im- 
porta mucho conservar. No creo, pues, que podraé parecer extrafio que 
para poner en claro mi verdadera posicién yo trate de aprovecharme de 
la feliz libertad de eseribir que hemos aleanzado, y en favor de la cual 
he escrito constantemente; supuesto que los rumores que han llegado a 
mis ofdos me ponen en esta dura alternativa. No soy yo sino los que les 
promueven quienes me dan mds importancia de la que tengo. Ha llegado 
a mis oidos que personas poco meditadoras propalan que me he ausentado 
de esta lucha a causa de las cireunstancias, como si algo hubiese yo 
tenido que ver con ellas, y hay quien ha llegado hasta enlazar esto con 
la interrupeién de la publicacién de los folletos que hace algin tiempo 
publicaba, dando siempre a estos hechos, como es costumbre, las in- 
terpretaciones mfs malignas posibles pero, por fortuna, también las 
mds inexactas. Cualquiera que sea la publicidad que tales voces hayan 
podido encontrar, quiero mds pasar por ridieulo y que por hombre que 
se da una importancia que no tiene, que tolerar la idea de que una persona 
sola tenga derecho con mi silencio a dar erédito a la calumnia. .. . 

En una palabra, sefiores redactores, amante de la libertad y del pro- 
greso cual ninguno, deseando para mi pais todo el bien de que es suceptible 
y que tanto merece, nadie va mds all4 que yo en punto a liberalismo. Lo 
he probado, lo seguiré probando en lo poquisimo que pienso ocuparme 
ya de materias politicas. 

He hecho la oposicién a todos los ministerios de Cea ac&, porque 
ninguno nos dié nunea la suma de libertad posible. He callado durante 
el ministerio Istiriz, porque habiendo convocado a Cortes revisoras (y 
deseando yo formar parte de la representacién nacional, Gnico empleo 
que ambicionaba, porque era gratuito, porque debia procurar mas res- 
ponsabilidad que placer, y porque suponia la confianza y la estimacién 
de mis conciudadanos), si bien el ministerio Istiriz no nos daba tampoco 
esa suma de libertad ni atinaba con el remedio para nuestros males, la 
nacién iba al menos a decidir ella misma de su suerte. Si las elecciones 
habian de ser buenas o malas, nacionales o antinacionales, esto es lo 
que yo ni nadie podia adivinar cuando me propuse callar, hasta el dia 
en que pudiese hablar en la tribuna. Y en dltimo caso, si esa razén no 
fuese bastante, équé resultaria en contra mia? Que no he eserito? 
Raro crimen, y del cual son culpables trece millones y pico de espaiioles. 
Estoy pues condenado so pena de ser declarado retrégrado, a seguir eseri- 
biendo toda mi vida, dia y noche, en el sentido que a cada cual le parezea, 
iy esto en un pais libre! Cualquiera podria decir: Es un traidor, porque 
no he salido esta manana publicando en un folleto mis opiniones. ¢ Y si 
a mi no me hubiese parecido conveniente decir las mias sino en la tribuna? 
éNo es posible que ese silencio se explique de una manera honesta para 
mi? Asi como hace un aiio cireunstancias personales, disgustos privados 
harto piblicos por desgracia, me retrajeron de escribir, dno pudiera ahora 
tener razones semejantes o no tener en fin ningunas? éQué més se 





A DECISIVE PERIOD IN LARRA’S LIFE 19 


pudiera decir de mi si hubiera defendido el ministerio Istiriz, si hubiera 
escrito en su favor? ... 

Solemnemente lo declaro en esta ocasién, herido por la calumnia: 

Ni del ministerio pasado ni de ninguno he recibido jam4s nada que 
en provecho ni adelanto de mi persona haya podido resultar. Ni con el 
pasado ni con ninguno anterior me han unido jamdés compromisos de 
ninguna especie, como con ningin partido: solo e independientemente he 
eserito segiin mi conciencia; y he callado cuando me ha parecido, derecho 
que creo tener. Nunea he tenido influencia ni intervencién en negocios 
puablicos: ni la he querido, ni la quiero tener. ¢Y con qué ecardcter la 
hubiera tenido? ¢éQué puesto he ocupado? Toda suposicién en con- 
trario es una ligereza imperdonable, cuando no una infame mentira. 

¢Y por qué habia de huir en estas circunstancias de Madrid? Como 
ésta son las verdades que de mi se han dicho. No tengo por qué huir y 
nada de que arrepentirme. Encerrado en mi insignificante prisién mi 
delito ha sido no eseribir dos folletos més ** y ser candidato para las 
pasadas Cortes. No soy el dinico que se ha hallado en ese caso. Si estos 
atroces delitos merecen la muerte, la prisién, la desgracia, a pie firme las 
espero. Hablen los tribunales, hablen las leyes; la vida es a mi entender 
la primera arma que debe uno arrojar a sus enemigos... . 


This document evidently acted as a catharsis for Larra’s pent- 


up feelings of injustice and his need for self-justification. On 
second thought he must have realized how impossible it was for 
any newspaper to print so long and so personal a communication. 
And how imprudent, too, it would be for one in his position to 
invite recriminations and polemics by publishing it in any form. 
So in its stead he had inserted on September 4 in El Espajiol (now 
sadly departed from its former glory and in process of reorgani- 
zation) a short letter, calm and objective in tone, in which only 
the opening sentence offers any resemblance to the previous com- 
position.**? In this communication he limits himself to disclaim- 
ing any responsibility or participation in the political ideas of any 
journal, in which he may write. In El Espajfiol, he announces, 
he will confine himself to signed articles on literary and dramatic 
topics. Unfortunately, the latter promise he failed to keep. The 
reviews of the Memorias del Principe de la Paz (Sept. 22 and 24) 
are unsigned, and the famous Dia de difuntos (Nov. 2) is a scath- 
ing arraignment of the political situation. To this we will return 
in a moment. 

81 See notes 34 and 35. 

82‘*No creo, sefiores redactores, tener una importancia que valga la pena 
de alborotar el mundo con declaraciones mias.’’ (See note 13.) D. Ismael 


Sanchez Estevan has recently published in his Mariano José de Larra (Madrid, 
1934, p. 191) a paragraph of this letter to Zl Espafiol. 
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In the meantime, however, there are indications of a favorable 
reaction toward Larra among certain elements, at least, of the 
dominant faction. On September 6 there appeared in El Eco 
del Comercio, the ministerial organ, a friendly reference * to his 
translation of Lamennais’ Paroles d’un croyant (issued on the 
4th), followed, on September 7, by a lengthy advertisement of the 
same work. On September 16 the Eco published copious extracts 
—with a promise of more to come—from Las palabras de un 
creyente. And at the end of the advertisement of September 7, 
there is to be found the following significant 


Nora. Se hallan en prensa la cuarta y quinta cartas de Figaro a su 
corresponsal en Paris, continuacién de los folletos del traductor de las 


Palabras de un creyente, interrumpidos de algin tiempo a esta parte por 
las razones que en las mismas se expresan. 


Larra, then, had apparently decided to publish the dos folletos 
mds,** the postponement of which had been the cause of so much 
adverse criticism, as the safest and most effective means of re- 
habilitating himself in the public eye and of vindicating his claims 
to independence and consistency (in principle, at least). In ridi- 
eule and irony, Figaro’s chosen weapons, lay his only chance to 


confound his critics and recapture his lost prestige. But circum- 
stances were against him. It was one thing for Figaro, the ac- 
cepted champion of liberalism, to criticize a Mendizdbal whose 
star was on the wane, and quite another for Larra, the ex-adherent 
of Istiriz, to pass judgment on the triumphant progresistas. 
But how could he accept their Constitution (which he had bitterly 
opposed, even before May 15, in Dios nos asista) without giving 
the lie to his convictions? Of such self-stultification Larra was 
utterly incapable. On the other hand, how could he oppose or 
ridicule the government without classing himself immediately as 
a retrégrado, which is precisely what he most resented and wished 
to avoid? Too much water had passed under the bridge since 
May 15 for Larra to reassume, as he wished, his former role as the 
independent critic of the political stage, liberal in principles but 
superior to all party ties or labels. Not even the wit and inge- 
nuity of Figaro could ‘‘laugh off’’ the record of the past four 
months. And for Figaro caught in this dilemma, silence, galling 
as it was to his proud and vehement nature, was the only recourse. 


83 Recently published by Sénchez Estevan (op. cit., p. 190), who, however, 


does not mention the material contained in Hl Eco of September 7 and Sep- 
tember 16. 


84 See note 31. 
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The ‘‘cuarta y quinta cartas de’’ Figaro never appeared in print 
—at least in his life-time.*® 


During the rest of September and throughout October, nothing 
appears from Larra’s pen except an occasional article of literary 
and dramatic (or operatic) criticism, tinged, at the slightest pro- 
vocation, with an ever-increasing sardonic humor. Smarting un- 
der his helplessness, Larra’s innate pessimism has become black, 
raging despair. The explosion is not long in coming. The second 
of November, All Soul’s Day, the day when all Spain traditionally 
honors its dead, suggested to him El dia de difuntos de 1836: Fi- 
garo en el cementerio. In this article, following his favorite for- 
mula, he adapts to his own country and times, to his own tempera- 
ment and situation a conventional satiric device, in this case the 
satiric epitaph. Carried away by the implications and possibilities 
of the theme, he throws all restraint to the winds. Every aspect 
of the contemporary scene, especially the political, becomes the 
object of savage, despairing satire. And on the tomb of his own 
heart he writes Aqui yace la esperanza. El dia de difuntos 
initiates the final phase of Larra’s life. 

The reaction to this article was immediate. In El Mundo, 


the leading anti-government organ, I find under date of November 
10 this significant item : 


85 Of the proposed Quinta Carta there is no further trace, but the Cuarta 
Carta presents a bibliographical mystery. According to the posthumous list 
of the works sold to Delgado (Carmen de Burgos, p. 152), Larra received 2500 
reales for a Cuarta Carta. The same entry appears in the autograph note, 
made in August of 1836, of his income for the year (see above, pp. 11-12). And 
among the works advertised at the end of the fourth volume of Figaro (issued 
March 15, 1837, a month after his death) are the ‘‘ Primera, segunda, tercera 
y cuarta cartas de Figaro, cuatro folletos.’’ It is quite possible that the 
Cuarta Carta referred to in all three cases is the one known as Ni por ésas: 
Verdadera contestacién de Andrés a Figaro. This carta is first mentioned in 
an prefatory nota to Dios nos asista (issued April 3, 1836): ‘‘ Habiendo 
solicitado los compradores de estas cartas la primera, impresa sdélo en El 
Espaiol, sin duda con objeto de reunir la coleccién, el editor se ha decidido a 
reimprimirla: pero no teniendo extensién bastante para llenar un folleto igual 
en dimensiones a los dems, saldré aumentada con la primera contestacién de 
Andrés Niporesas, corresponsal de Figaro en Paris; veri la luz en el més 
breve tiempo posible.’’ Figaro de vuelta was issued separately but without 
the primera contestacién de Andrés Niporesas. Although this (later titled 
Ni por ésas) is dated May 10, 1836, it was probably withheld from publication 
as a result of Larra’s understanding with Borrego, despite the 2500 reales paid 
by Delgado. The latter published it on March 11, 1837 (four days before 
vol. IV of Figaro), as the ‘‘ altima produccién original’’ (!) of Larra. (Only 
three cartas are mentioned in the advertising matter at the end of this pam- 
phlet.) 
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Se dice que a Figaro lo enjaboné el sefior fiscal, pero que el jurado no 
ha querido hacerle la barba. 


The scurrilous Mata-Moscas, modelled on the infamous Zu- 
rriago of 1822-23, had previously, on October 21, quoted approv- 
ingly an excerpt from Figaro’s review of Bretén’s El amigo 
mdrtir (the only trace I have of this article, since the number of 
El Espafiol in which it appeared—October 16—is missing in the 
unique copy of the Biblioteca Nacional). But on November 8 the 
Mata-Moscas let fly this shower of journalistic mud: 


Creeria V. que hay malas lenguas que dicen que hasta la pluma de 
Figaro se emplea en borronear tan carlitico papel [Zl Mundo]? Yo no 
lo extraho, porque ha de saber V. que tiene una clientela muy larga de 
aficionades a su lectura, candénigos, frailes, indefinidos, depuestos, ladrones 
y asesinos que, segin dicen las gentes, dejan a sus ilustrados y patridéticos 
redactores, colaboradores, amigos y deudos la friolera de 60,000 reales 
mensuales. 


Figaro again unjustly accused of venality—and this time in 
print! Accusations such as these must have formed part of the 
infamia and the calumnia of which he writes so despairingly in 
the last lines traced by his pen, the fatal note to Dolores. 

The die was cast. Outraged by official persecution and journal- 
istic slander, and in desperate need of money, Larra finally did 
join on November 28 the ranks of the contributors to El Mundo, 
signing with the publisher of that journal and El Redactor 
General a contract calling for a salary of 40,000 reales a year in 
exchange for a weekly article in the former journal and six satiric 
articles and two editorials a month in the latter.* 

And so Figaro, the erstwhile champion of liberalism, at last 
openly joined its enemies, apparently justifying completely the 
charges levelled at him by malevolent gossip.** Such was the 

86 The terms of this contract were never fulfilled; at least by Larra. Be- 
tween November 28 and February 13, 1837, only four articles of Figaro appear 
in El Mundo, and only one—the famous Nochebuena de 1836—in El Redactor 
General. A long search for this ephemeral journal (Nov. 15, 1836-Jan. 15, 
1837), hitherto known by name only, finally brought to light in the Palace 
Library a complete file (now catalogued), a careful examination of which 
yielded, to my great disappointment, no additional material attributable to 
Larra. 

387 La Revista Nacional (successor to the Revista-Mensajero and the earlier 
Revista Espaiiola) included Figaro in a broadside fired in its issue of January 
3, 1837, at the editors of Zl Mundo. Larra forced from the Revista Nacional 
(on Jan. 8) a grudging retraction of the attack, as far as he was concerned. 
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disastrous dénouement of the little comedy of ‘‘benevolent neu- 
trality’’ which grew out of the article with the unwittingly pro- 
phetic—and hence doubly ironical—title of Un procurador o la 
intriga honrada. 

But Larra was no vulgar hypocrite. It is impossible to doubt 
the genuineness of his liberalism and the sincerity of his convie- 
tion that he was persecuted and maligned. Nor, on the other 
hand, is it possible to doubt the equivocal character of his stand 
during the Istiriz regime. The sad feature is that it was pre- 
cisely his fundamental liberalism which made him adopt, as the 
maximum possible concession, the unfortunate attitude of ‘‘ben- 
evolent neutrality.’’ In a certain degree he was a victim of the 
lack of consistency between his principles and his conduct, a defect 
only too human, but one which his contemporaries found hard to 
pardon in the proud and implacable satirist of these very same 
faults in others. But in the last analysis, his tragic end was not 
due to circumstances but rather to his own hyperlogical, ultra- 
sensitive temperament. Forced again by events, by need, and by 
pride to take an open stand in apparent repudiation of his history 
and ideas, and in apparent confirmation of slander and gossip, 
this anomalous situation became for him increasingly unbearable. 
To the ordinary person, especially in such troubled times of politi- 
eal upsets, this uncomfortable position would have meant but a 
temporary set-back, more or less undeserved, and more or less 
easily remedied by time and patience. But Larra was made of 
different stuff. A true romantic—completely egocentric, in- 
ordinately proud, profoundly pessimistic—his situation became 
identified in his own eyes with his country’s plight: hopeless, im- 
possible. The triumphant raid of the Carlist general Gémez from 
one end of the Peninsula to the other, the bitter factional strife 
and persecution which divided the constitutionalists, must have 
pointed inevitably in his all too logical mind to a repetition of 1814 
and of 1823, to the imminent victory of reactionary absolutism. 





(See SAnchez Estevan, op cit., pp. 201-202, for a further discussion of this 
incident, and the documents involved.) This episode forms an interesting 
antecedent to the posthumous attack on Larra (Feb. 17, 1837) by the pub- 
lisher of the Revista Nacional, Jer6énimo Ferrer y Valls. (A detailed study of 
this wretched ‘‘polémica necrélogica’’ will be included in the second volume 
of my Larra y su obra.) 

38 In the article Ventajas de las cosas a medio hacer (March 16, 1834) he 
compared Spain to ‘‘la casta Penélope que deshacia de noche la tela que 
tramaba en el dia.’’ The entire article is but an elaboration of this theme, 
which is constantly repeated in Larra’s writings. 
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Literary and intellectual life, too, had reached a low ebb. ‘‘Liore- 
mos y traduzcamos’’ is the despairing conclusion of the article 
inspired by Ochoa’s Noches de Invierno (December 25, 1836).*° 
Genuinely patriotic and intensely ambitious, he saw every road 
blocked, with no hope—political, literary, cultural—for the future, 
either for himself or for Spain. And, finally, even love—his last 
refuge—began to fail him. Torn on the rack of pride and despair, 
he analyzes pitilessly, almost masochistically, his own dilemma 
in that masterpiece of self-dissection La nochebuena de 1836, sum- 
ming it up in that insuperable phrase, poignant and concise, 
‘‘ebrio de deseos y de impotencia.’’ The fatal interview with 
Dolores was but the crowning blow. 


F. Courtney TARR 
Princeton University 


8° This, one of Larra’s finest articles, was followed the next day by his 
masterpiece, La nochebuena de 1836, thus forming with the earlier Dia de difuntos 
a trilogy which registers, in order of time and importance, the successive steps 
and factors—first the political (Dia de difuntos), then the literary (Noches 
de invierno), and finally the soul-baring personal (Nochebuena)—which com- 
bine and interact in ever-increasing intensity to form Larra’s romantic di- 
lemma of despair. (See also More Light on Larra, Hispanic Review, 1936, 
IV, pp. 107-8.) A trilogy which likewise registers in climactic order the 
culmination of that intellectual lyricism, of that elegiac satire which is the 
peculiar mark of Larra’s genius, the product of ‘‘that extraordinary and im- 
placable fusion of logic and passion which was the soul of Figaro.’’ And, 
by another of those ironical coincidences so appropriately frequent in Larra’s 
life, that very Christmas Eve of 1836, immortalized in literature by Figaro’s 
dilirio filoséfico of despair, is known in history as the real noche buena of 
Luchana, the victory which marks the dawn that Larra so ardently desired and 
despaired of seeing. 





THE GUZMAN EDITION OF TIRSO DE MOLINA’S 
COMEDIAS 


WO HUNDRED years after the banishment of Tirso de Molina 
from Madrid and the resulting discontinuance of his writing 
for the theater, he reached the pinnacle of his popularity—his 
name was the most potent means of filling the theater, the first 
of the numerous modern editions of his plays was published and 
even the critics became aware of his existence. In the period be- 
tween Neo-classicism and Romanticism, it was he who was the 
great attraction in the field of drama. 

But in the eighteenth century, just one hundred years after 
the ‘‘sobrino’’ Lucas de Avila published the last four Partes, 
there is another short time which is worthy of consideration, al- 
though from a different point of view. Apparently, the great 
dramatist’s plays were not represented and the critics did not 
even trouble themselves to attack him as they did Lope and 
Calderén, but many of his comedias were published and adver- 
tised to an extent that would justify the conclusion that he was 
at least read. Two points, however, must be borne in mind as 
showing the lack of interest in his works and even of the knowl- 
edge of his existence during the preceding years. Aside from the 
dramas published in the Gran Coleccién and the biographical 
notice given by Nicolas Antonio, there are only the briefest refer- 
ences to him for 75 years after his death.? One of the results of 
the accession of a Bourbon to the Spanish throne was the found- 
ing of the Real Academia Espaiiola and the publication of the 
Diccionario de Autoridades, 1726-1739. In the lists of ‘‘autores 
eligidos’’ given in each of the six volumes, Tirso’s name does not 
once appear, but under the heading ‘‘Explicacién de abreviaturas’’ 
are found in the third volume (1732) the words ‘‘Molin. Com... 
Tirso de Molina: Comedias,’’ in the fourth (1734) ‘‘Molin. Com 
. . . Thyso de Molina: Sus Comedias,’’ and at least two quota- 
tions from comedias taken from the first Parte—De (sic) tanto es 
lo demas and La zelosa de si misma. In the last two volumes he 
is again ignored. 

1 Alice H. Bushee, ‘‘Tirso de Molina, 1648-1848,’’ Revue Hispanique, 


1933, LXXXI, 351-355. 
2 Ibid, pp. 340-342. 
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In 1735, however, a very important bibliography of the theater 
appeared. This was the one generally known as the Indice de 


Medel,’ although published by his herederos. Under date of Dec. 
20, 1735, the Gaceta contained the following announcement: 


“ EF] Indice General de los Titulos de Comedias y Autos Sacramentales, 
alegoricos y al Nacimiento que se han escrito por varios Autores antiguos 
y modernos. Libreria de los Herederos de Francisco Medel, frente de 
San Phelipe.” 


In 1750 Montiano described the book as follows: 


“En el afio 1735 imprimieron con esta confusién [comedias and 
tragedias] los herederos de Francisco Medel, curioso mereader de libros de 
esta Corte, un Indice de 4409 Comedias: entre las cuales, y otro mayor 
numero que no estén inclusas y andan en varias listas, que he logrado ver 


manuscritas se halla una cantidad exorbitante de las que quedan indicadas 
en este Discurso.” * 


In 1785 Garefa de la Huerta mentioned the Indice and referred to 
Medel as a ‘‘Mereader de Libros y Comerciante en Comedias.’’® 
La Barrera says, among other things, 


“Es precioso . . . como catdlogo de libreria, demostrando la existencia 
en aquella fecha de algunas exquisitas piezas dramaticas, sin duda manus- 
critas, que después han desaparecido, y evidenciando el abundante caudal 
de este género de libros que aun poseiamos en Espaiia.” * 


It is possible as the title seems to imply and La Barrera 
believed that this was a catalogue of the plays for sale, but it seems 
more probable that it was a reference list of titles gathered from 
different sources and to which, as Montiano said, he could add 
others. The number is almost unbelievably large to have been on 
sale in one book-store. In the case of Tirso it would mean copies 
of all five Partes, the Cigarrales, at least six different years of the 
Gran Coleccién and a number of plays which we now possess only 


3 Indice general alfabético de todos los titulos de comedias ... en casa 
de los Herederos de Francisco Medel del Castillo, frente de las Gradas de San 
Felipe el Real. En Madrid: En la Imprenta de Alfonso de Mora. Ajo 
M.DCC,. XXXV. See reprint published by John M. Hill in the Revue His- 
panique, 1929, LXXV. 

4 Agustin Montiano, Primer discurso sobre las tragedias espafiolas, Madrid, 
1750, pp. 75-76. 

5 Vicente Antonio Garcia de la Huerta, Theatro Hespafiol. Madrid, 1785, 
Prélogo, p. iii. 

® Cayetano Alberto de la Barrera y Leirado, Catdélogo bibliografico y bio- 
grafico. Madrid, 1860, p. xi. 
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in manuscript form. In several cases the same play is mentioned 
under two or more different titles or subtitles. But whatever may 
have been the purpose of the Indice, it certainly indicates a great 
and apparently sudden interest in the works of Tirso and of other 
dramatists of the previous centuries on the part, not of an Aca- 
démico but of a Mercader de Libros. 

However, the name most closely connected with the publication 
of the Comedias of Tirso de Molina is that of Dofia Teresa de 
Guzman who during the years 1733-1736 or 1737 bore the cost of at 
least 32 comedias and probably one auto, all in the form of sueltas. 
Nothing is known about her except what is found in the privilegios 
and announcements at the end of each play. From these we 
gather that she had a Lonja de Comedias in the Puerta del Sol where 
were to be found ‘‘muchos entremeses, Relaciones y mas de seis- 
cientos titulos de surtimiento de Comedias.’’ She had permission 
to print not only the comedia mentioned in each case but also ‘‘las 
demas comedias y obras de este Autor’’ and usually the Privilegio 
extended the time to ten years, although in the case of the first play 
Amar por sefas it is limited to ‘‘una vez.”’ 

There is no reference to Dofia Teresa by name for the next 
hundred years, so far as I can find, except in the Diario de los 
Literatos where there is a short criticism of La crueldad por el 
honor by Alarcén,’ ‘‘impressa en Madrid a costa de Dojia Theresa 
de Guzman.’’ But in 1834 Don Agustin Duran referring to La 
prudencia en la mujer, writes, ‘‘Yo no he visto otra reimpresion de 
dicho drama que la que hizo Dona Teresa de Guzman a principios 
del siglo XVIIL’’ and in the Observaciones at the end of El pre- 
tendiente al revés he says, 


“He visto una reimpresion de este drama .. . y otra hecha a prin- 
cipios del siglo XVII (sic) por Dofia Teresa de Guzman . . . Ambas 
estén Menas de erratas, faltas de sentido y en fin de supresiones imper- 
donables.” ® 


Hartzenbusch in 1848 says that ‘‘por los afios de 1734 reimprimié 
Dofia Teresa de Guzman una porcion de ellas.’’® In 1860 La 
Barrera has a word of commendation for her, ‘‘Por los afios de 
1734 al 36 se reimprimié en Madrid con bastante esmero, consi- 
derable nimero de ellas doa Teresa de Guzman.’’*® Menéndez y 
Pelayo’s words are even stronger: 


7 Diario de los literatos, Madrid, 1737, I, 81-82. 

8 Agustin Durdfn, Thalia espafiola, 1834, pp. 48, 126. 

® Juan Eugenio Hartzenbusch, Comedias de Tirso de Molina, ed. B. A. E., 
1848, V, xliv. 

10 Op. cit., p. 387. 
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“ Sin el buen gusto y el celo patridtico de una Da. Teresa de Guzman, 
que a principios del siglo pasado tenia lonja de libros en la Puerta del 
Sol y que a su costa reimprimié con cierto esmero . . . un nimero bastante 
ereecido de comedias del ingeniosisimo fraile, a quien llamaba Maestro de 
las Ciencias, hubiéramos creido que el siglo XVIII habia ignorado hasta 
la existencia de Tirso.” ™ 


And later referring to her he says, 


“que ... habia renovado la buena memoria de Tirso y Alareén, reim- 


primiendo con bastante esmero algunas de sus comedias, muy raras 
ya.” 13 


Dofita Blanca de los Rios mentions her ‘‘modesta reimpresién’’ ** 
and Cotarelo seems to limit her work to the five Partes: 


“Por los afios de 1733 y 34 reimprimié algunas de las que figuraban 
en los cinco tomos legitimos cierta Da. Teresa de Guzmén, que tenia lonja 


de comedias en la Puerta del Sol; pero no dié ninguna nueva porque no 
las conocia.” 1 


In his bibliography of the comedias Cotarelo mentions the Guzman 
edition, whenever known, usually with a few words of charac- 
terization but the dates (except those mentioned in the following 
paragraph) vary from ‘‘a principios del siglo XVIII,’’ ‘‘tercera 
decena del siglo XVIII’’ to ‘‘hacia 1733”’ and ‘‘hacia 1734.’’ 

In the above quotations the uncertainty in regard to the date 
of publication is decidedly noticeable. This is not strange as in 
only five of the 32 plays is the year given—two appear the last of 
1733 and three the first part of 1734. Now, however, Professor 
Coe of Wellesley College in her investigation of the announce- 
ments of comedias in the Madrid periodicals, has ascertained not 
only the year but also the month when 31 of the 32 plays of this 
edition were placed on sale.** 

In the following table these 31 plays with the auto are arranged 
in chronological order according to the date of their announcement 
in the Gaceta and their characteristics are summarized. The title 
is that used in the original source indicated in the third column, 


11 Menéndez y Pelayo, Estudios de critica literaria, 1895, II, 133. 

12 Historia de las ideas estéticas en Espaiia, 1903, V, 153. 

18 Blanca de los Rios de Lampérez, Tirso de Molina, Conferencia, Madrid, 
1906, p. 10, 

14 Cotarelo y Mori, Comedias de Tirso de Molina, 1906, I, Ixxiv. 

15 Ada. M. Coe, Catdlogo bibliografico y critico de las comedias anunciadas 
en los periéddicos de Madrid, desde 1661 hasta 1819. The Johns Hopkins Press, 
Baltimore, 1935. 
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in which the numbers refer to the different Partes. The abbrevia- 
tion Cig. signifies the Cigarrales de Toledo, G. C., Gran Coleccién 
and D. A., Deleitar aprovechando. The few dates found in the 
plays under Fe de erratas are placed in the fourth column and the 
date of publication of the Gaceta in the fifth. In each case the 
difference is explainable as the amount of time which would 
naturally elapse between the work of the proof reader and the an- 
nouncement. The characterization of the play as comedia famosa 
or sin fama is noted and also the number which is found in many 
of them, usually in the upper right hand corner of the first page. 
In the last column is indicated the order of the play in the three 
bound volumes in Paris to be explained later. 
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The Gaceta adds an important note after number 24, Privar 
contra su gusto, ‘‘que completa el segundo tomo del Maestro Tirso 
de Molina.’’ The explanation of this phrase is found on examining 
three volumes of Tirso’s comedias belonging to the Bibliothéque 
Nationale in Paris (Yg 304, 305, 306).** Apparently after twelve 

16 The first two volumes of this set are also found in the Biblioteca del 


Palacio Nacional, Madrid, with the plays arranged in the same order (or dis- 
order), but with fourteen instead of twelve in the second volume. One of these 
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plays had appeared as sueltas they were gathered up regardless 
of order of publication and bound together with title page (plate 1) 
and table of contents added. The date of this volume is 1734 and 
the words parte primera as well as the fact that play number 
thirteen was announced one week after number twelve would in- 
dicate the intention to print a series. Five comedias follow within 
a short time and then there is a lapse of over a year before number 
eighteen is listed in the Gaceta July 1735. The last of the second set 
is announced Nov. 22, 1735, and these twelve sueltas are also bound 
together with table of contents and title page (plate 2) as segunda 
parte under date of 1736. For some reason which will be dis- 
cussed later, the third volume of this series was not completed. It 
contains seven comedias advertised in the Gaceta, one of them, 
Escarmientos para el cuerdo on two different dates; an auto, El 
colmenero divino, which does not mention Dofia Teresa as publisher 
although the Gaceta refers it to her Lonja as in the case of the 
others; another comedia, La mejor espigadera not announced. I 
eannot tell whether this was the last to be published or whether it 
may have appeared before this time, possibly during the apparently 
barren period already noted—May 11, 1734—July 11, 1735. The 
ninth comedia in the volume is El burlador de Sevilla and has no 
eonnection with the Lonja of Dofia Teresa. It was published in 
Sevilla by the Viuda de Francisco de Leefdael without date.** As 
stated before the last column of the table on page seven gives the 
order in which the plays appear in each of the three volumes. 

Both title pages (plates 1 and 2) indicate there was considerable 
sale for Tirso’s plays since a ‘‘tercera impressién’’ was needed, 
perhaps especially made for the series of bound volumes. This 
supposition is strengthened by the fact that numerous copies of 
the Guzman sueltas are to be found in the European libraries and 





added plays is Las Amazonas en las Indias y hazaiias de los Pizarros, which is 
number five in the third volume of the Paris set. The other Antona Garcia has 
the lower margins cut so close to the printed matter that any reference to the 
publisher or printer has disappeared. Cotarelo (Comedias de Tirso, II, iv) 
says of the play: ‘‘ Pertenece a la Parte 4a de Tirso (1635) y desde entonces 
no ha vuelto a estamparse.’’ If this supposition is correct, a copy of the first 
edition has been bound in with those of the Guzman edition. The titles of 
these two added plays do not appear in the printed table of contents. 

17 Cotarelo (op. cit., II, vii) says ‘‘hacia 1735.’’ Marcelino Gutiérrez 
del Cano gives date of Viuda de Francisco Leefdael as 1729-1733. ‘‘ Ensayo 


de un ecatilogo de impresores espafioles,’’ Revista de Archivos, Bibliotecas y 
Museos, 1900, IV, 670. 
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even in this country.** The second volume (segunda parte) refers 
to the author in a strange way—‘‘ Maestro de las Ciencias Don 
Miguel Tirso de Molina.’’ The title given the author may have 
been taken from the play Palabras y plumas in this volume but I 
have found no other place where the name Miguel is used.’® 


The following table shows at a glance the sources of the 32 
comedias: 








Paris vols. 



































There are two characteristics of the Guzman edition which help 
to trace it during the next hundred years or even later: the changes 
in titles and the use of the phrases ‘‘comedia famosa’’ and 
‘‘eomedia sin fama.’’ In regard to the latter it must be remem- 
bered that Tirso employs the adjective ‘‘famosa’’ in the first three 
Partes (but not in the last two) and for the three comedias found 
in the Cigarrales. It also appears in the Gran Coleccién and in 
some at least of the sweltas. It was the ordinary word applied to 
practically all comedias of the period. For some unknown reason 
the editor of the Guzman edition prefers the phrase ‘‘sin fama’’ 
for about half of the plays regardless of their source, returning to 
‘*famosa’’ for the other half with the exception of the second El 
amor médico which remains as it was originally with no qualifica- 
tion. Critics for the next hundred years not having access to the 
Partes supposed naturally that the titles were copied exactly from 


18 For example, the Ticknor Collection in the Boston Public Library, con- 
tains all but one (No hay peor sordo .. .) of the 32 comedias and of many of 
them there are two or even three copies. 

19 In connection with this, it is interesting to note that in the first volume 
of the Diccionario de Autoridades published in 1726, Miguel de Cervantes is 
credited with the play La prudencia en la muger. 

Hartzenbusch must have had access to the set of bound volumes or to some 
suelta now forgotten as he says in referring to the Guzman edition (op. cit., 
xliv): ‘*En aquella coleccién se da a Fray Gabriel Téllez el nombre de Don 
Miguel Tirso de Molina y el titulo de Maestro de las Ciencias.’’ La Barrera, 
as has been noted is the only critic who uses the date 1736 and this does not 
appear in the sueltas, but only on the title page of the second bound volume. 
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the originals and explain the phrase as a bit of humorous sarcasm 
on the part of Tirso. Garcia de la Huerta in 1784 refers to the use 
of the phrase comedia famosa as 


“costumbre tan general en el siglo pasado, que apenas se halla una sin 
semejante calificacién, a excepcién de algunas que corren con el nombre 
del maestro Tirso de Molina, que para ridiculizar este abuso hizo imprimir 
no pocas suyas con el titulo de Comedia sin fama.” *° 


A year or two later C. F. Blankenberg makes the same statement 


whether from his own investigation or copying Garcia de la Huerta 
I do not know: 


“Ob Sammlungen davon vorhanden sind, weiss ich nicht; aber wohl 
dass er, um das gewéhnliche Comedia famosa auf den Titeln der Stiicke 


licherlich zu machen, viele von seinen mit dem Zusatze Comedia sin fama 
hat drucken lassen.” * 


In 1839 Hartzenbusch in his Examen of the Villana de la Sagra 
says: 


“ A esta composicion, vista siempre con general aplauso en la escena 
espafiola, llamé el Padre Téllez comedia sin fama, burlandose sin duda 
de los empresores de su tiempo, que aplicaban indistintamente a toda 


pieza del género escénico, a renglon seguido de su titulo, los pomposos 
dictados de famosa o grande. Marta la piadosa es otra de las produc- 
ciones de Téllez distinguidas por él con esta calificacién irénica.” ** 


Schack also has the same idea and writes: 


“Tirso’s Hang zur Satire gibt sich zum Theil schon in den Titeln 
seiner Comédien kund; er nannte nimlich einige derselben ‘ unberiihmte’ 
(Comedia sin fama), ein Ausfall auf die Theaterdirectoren und Buch- 
handler, welche alle Stiicke selbst mittel-missiger Autoren als famosas 
ausposaunten.” 2% 


Ticknor’s work on Tirso was limited almost entirely to the Guzman 
edition and he writes in 1849: 


“From an early period they seem to have given to acted plays the title 
which full-length Spanish dramas almost uniformly bore during the seven- 
teenth century and even afterwards—that of comedia famosa ;—though 


20 Op. cit. Parte I, tomo I, exxi—exxii. 

21 J. G. Sulzer, Allgemeine Theorie der Schénen Kiinste, notes added by 
C. F. Blankenberg to the second edition, 1786-87, I, 543. 

22 Hartzenbusch, Teatro escogido de Fray Gabriel Téllez, Imprenta de 
Yenes, Madrid, 1839, I, 120. 

28 Adolf Friedrich, Graf von Schack, Geschichte der dramatischen Litera- 
tur und Kunst in Spanien, Berlin, 1845, II, 566. 
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we must except from this remark the case of Tirso de Molina, who amused 
himself with calling more than one of his successful performances 
‘Comedia sin fama,’ a play without repute.” 


In a footnote he adds: 





“This title he gave to Como han de ser los Amigos, Amor por Razén 
de Estado, and some others of his plays.” ** 


Later Hartzenbusch recognized his error and was the first to call 
attention to the fact that the phrase ‘‘sin fama’’ was not used by 
Tirso. In the Catdlogo razonado preceding the comedias in the 
Biblioteca de Autores Espaioles he refers to Dofia Teresa de Guz- 
man as republishing 


“una porcién de ellas . . . aplicando a muchas el distintivo de comedias 
sin fama, en contraposicién al de comedia famosa, tan usado en el siglo 
XVIL” * ‘ 


















In regard to the titles, it seems to have been a general custom 
to include in the final words of the play the phrase which was to 
form the title and sometimes the changes in the Guzman edition 
are made to conform to this idea; for example: the well-known 
name La gallega Mari-Hernandez follows the ending and becomes 
Mart-Hernandez, la Gallega and the short original title Ventura 
te de Dios, hijo is lengthened to include the last line also—que el 
saber poco te basta. At other times the new title gives a better 
idea of the content of the play as Como han de ser los amigos y el 
non plus ultra de la amistad or El zeloso prudente en el mayor 
aprieto de los zelos. The latter play according to its ending should 
be called Al buen callar aman Sancho, and in fact according to 
Cotarelo an old manuscript in the Biblioteca Nacional does have 
this for a subtitle.*® 

The following table gives the titles in the Guzman suweltas when 
they differ from the originals. 



















. Don Gil el de las calzas verdes 
8. El Zeloso prudente en el mayor aprieto de los zelos 
9. Como han de ser los amigos y el non plus ultra de la amistad 
10. El amor, y la amistad y prueba real para conocer los verdaderos 
Amantes, y Amigos 
11. El que fuere bobo no camine; y castigo del pense que 
13. La Beata enamorada, Marta la piadosa 


24 George Ticknor, History of Spanish Literature, New York, 1849, II, 440. 
25 Comedias, B. A. E., V, XLII. 
26 Op. cit., II, xiii. 
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14. Ventura te de Dios, Hijo, que el saber poco te basta 

15. Mari-Hernandez, la Gallega 

16. No hay peor sordo que el que no quiere oir 

20. El petimetre con palabras y plumas 

23. Del mal el menos, y averigiielo Vargas 

25. Favorecer a todos y amar a ninguno, Dojia Beatriz de Sylva 

26. Todo es dar en una cosa, y hazafias de los Pizarros 

27. Segunda parte de la las Amazonas en las Indias y hazafias de los 
Pizarros 

28. La lealtad contra la embidia y hazafias de los Pizarros 

31. La eleccion por la virtud, Sixto Quinto 

32. La Pefia de Francia y traicion descubierta 

33. La nuera mas leal y mejor espigadera 


In the greater part of the Guzman swueltas the title either com- 
plete or in part is found repeated in the body of the work at the 
top of the left-hand page with the name of the author at the top 
of the right-hand as El zeloso prudente / del Maestro Tirso de 
Molina. In a few cases the long title is separated and Tirso’s 
name does not appear, as El que fuere bobo no camine, / y castigo 
del pense que. In one play the Parte from which it was taken is 
designated: Comedias de Tirso, tercera parte / el Amor y la 
Amistad. All of the inside page titles are printed in italics except 
one—La Repiblica al reves, which is in large capitals. 

In the study of the Table on page 29 it is to be noted that a 
little more than half way down the list, corresponding to about 
the middle of the second volume of comedias, there are changes. 
Up to this point all the plays but three have been termed comedias 
sin fama—l4 and 15 are referred to as famosa following the 
original and number two also follows the original in having 
no qualifying adjective. But with number 20 all are called 
comedia famosa (except of course the auto) regardless of 
the fact that in Partes four and five from which most of these 
are taken, the adjective is not used. Up to this point also 
all the comedias except two have printed numbers on the first 
page usually in the upper right-hand corner. Those numbered 
ten, fourteen and nineteen in the list have these printed numbers 
in the upper left-hand corner, but after this they are omitted. 
There is no indication of the cause of these changes. The period 
already noted of more than a year when none of Tirso’s plays were 
announced ended three months before. The natural explanation 
of these printed numbers, two of which 92 and 97 are repeated, 
is that they represent the order in which the plays were published, 
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but a glance at the list shows this is not the case. Yet since both 
the first and second volumes of the collected plays of the Guzman 
edition have tercera impression on the title-page, it is possible that 
the numbers indicate the order of the plays of the first or second 
impression and that this order in the third as advertised in the 
Gaceta was changed, perhaps through carelessness, so that the 
numbers though still retained are now meaningless. Under this 
supposition the page containing the date which appears in connec- 
tion with the fe de erratas in the five cases already noted must have 
been added as new material to the tercera impression. In these 
five eases the Licencia, Fe de erratas, Tassa and publisher’s ad- 
vertisement occupy practically the whole of the last left-hand page 
of the play and are printed in larger type than that used for the 
play itself. Three of these five plays (La repiblica al reves, El 
amor y el amistad, Ventura te de Dios, hijo) have a pattée cross 
at the top of the first page (see also plates 1 and 2). As far as 
the undated plays are concerned, in some instances the last page 
is left entirely blank and usually the shortened preliminaries are 
condensed into whatever space there may be left on the page where 
the play ends. 

There are several plays with special characteristics which 
should be noted. Don Gil el de las calzas verdes, as published by 
Guzman, has eight lines of conclusion at the end of the last un- 
numbered page verso. There is another edition which should not 
be confused with this, although it bears a privilegio for Dofia 
Teresa. The characteristics of this second are as follows: The 
license is less than three lines in length and reads—‘‘Tiene 
privilegio del Rey Ntro. Sr. dofia Teresa de Guzmdn por termino 
de diez aos, para poder imprimir ésta y las demas comedias y 
obras de este Autor’’;*" the type is much smaller; there are three 
columns instead of two; there are nineteen numbered pages in- 
stead of thirty six unnumbered and the title does not contain the 
word el. <A third copy is like this last in type, numbered pages 
ete. but at the end, instead of the reference to the Privilegio 
granted Doha Teresa de Guzman are the words ‘‘Madrid, im- 
prenta de don Miguel de Burgos, 1827.’’ It would seem that 
Miguel de Burgos printed some sueltas with an undated Privilegio 
of the previous century and others with his own name and the 

27 Except for the orthography, this is word for word like a part of the 
ending of each of the three plays forming the Trilogy of the Hazafias de los 


Pizarros, nuestro sefior is abbreviated, Theresa omits the h and the use of 
capitals and accents is more modern. 
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date.2* The Auto, El colmenero divino, does not bear the name 
of Guzman, but as it forms part of the third volume, is for sale 
according to the Gaceta at the Lonja de Comedias de la Puerta del 
Sol and Dofia Teresa had permission to publish all the obras of 
Tirso, it seems safe to say that she also bore the cost of this. It 
has already been noticed that the title on the inside pages of La 
Repiblica al revés is printed in large capitals instead of italics. 
It is also to be noted that this play has no printed number though 
found in the first half of the list, that although number six among 
the first eight it has numbered pages as do all in the group 9-33, 
and that it is the only one in which the word acto is used as in the 
original. In all the other plays of the Guzman edition the term 
jornada is employed regardless of the Parte from which taken.** 

In the first part of this article it was noted that Dofa Teresa 
advertised ‘‘mas de seis cientos titulos de surtimiento de comedias.’’ 
A study of the announcements in the Gaceta during the period 
Oct. 1733—Oct. 1736 shows that of about 75 plays mentioned, more 
than half were sent from Dojfia Teresa’s Lonja and of these, 32 
besides the Auto are Tirso’s comedias with a very few by Alareén 
and Lope de Vega.*° 

Who were the people interested during these three years in 
the drama of the Golden Age and especially in Tirso de Molina? 
To answer first negatively, it was not the académicos, for he is 
barely mentioned in the great six volume Dictionary. It was not 
the erities; Luzin whose Poética appeared in 1737, has no inter- 
est in either Tirso or Alareén. Even the editors of the Diario de 
los Literatos in their moderate and just criticisms do not refer to 
Tirso although they have a short article on Alareén.** And I 
have not been able to find any reference to his plays being pro- 
duced in the theater at this time. The honor of finding Tirso 
and bringing his works to the attention of the reading public be- 
longs to the booksellers, printers and advertisers among whom 
must be counted Medel del Castillo or some one connected with him 
as seen by the Indice. 

However, there seems to be no connection as far as the publi- 
cation of Tirso’s plays is concerned between the house of Medel 

28 Copies of all three editions are in the Ticknor Collection of the Boston 
Public Library—D174.4, G3353.8, D174.3. 

29 Hartzenbusch, Comedias, B. A. E., p. ix, notes that Tirso uses the word 
acto in Partes I, [V, and V and jornada in II and ITI. 

80 Ada M. Coe, op. cit. 

31 See note 7. 
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and that of Teresa de Guzman. The connection is found between 
this latter and the editor of the Gaceta. At the end of the play 
Como han de ser los amigos on the page containing the Licencia, 
Erratas with date of Jan. 6, 1734, Tassa and advertisement of 
bookseller there appears this line: ‘‘En Madrid: En la oficina de 
Juan de Ariztia, calle de Alcalé.’’ Juan de Ariztia was accord- 
ing to Hartzenbusch ‘‘el impresor de la Gaceta’’ from Dee. 30, 
1710 to Sept. 17, 1737.5° But he was much more than a printer. 
He was a man of letters and an up-to-date editor. In Nov. 1722 
the King and Queen of Spain descended from their coach while 
out driving and accompanied on foot the Holy Sacrament which 
was being carried to the hut of a sick woman. Ariztia took ad- 
vantage of the incident and offered a prize to the poet who should 
send in the best glossa on the following quintilla referring to the 
action of the sovereigns: ** 


El acaso de este dia 
Y el vér los Reyes a pie, 
Es sagrada simpatia, 

Y en Espajia antigua fee, 
Y Catholica porfia. 


Many competed and the prize was won by Diego de Torres Vi- 
llaroel.** Ariztia published the poems in April 1723.%°° Among 


32 J. E. Hartzenbusch, Apuntes para un catdlogo de periddicos madrileiios 
desde el aio 1661 al 1870, Madrid, 1894, p. 2. 

83 Ariztia says later in the Prélogo to the book: ‘‘les propuse A los 
Ingenios en la Gazeta del dia 28 de Noviembre del aiio de 1722, la siguiente 
Quintilla’’ (pages unnumbered). 

34 Known as ‘‘El gran Piscator de Salamanca,’’ author of the best 
almanaques of the period. J. de Entrambasaguas published in the Boletin de 
la Real Academia Espanola (1931, pp. 395-417) a reprint of ‘‘Un memorial 
autobiografico de D. Diego de Torres y Villaroel’’ (1726), which is an account 
of a lawsuit between el Hospital and Juan de Ariztia in regard to the printing 
of Torres’ works. 

85 Sagradas flores del Parnasso, consonancias métricas de la bien templada 
lyra de Apolo, que a la reverente catholica accion, de aver ido acompainando 
sus Magestades al SS™° Sacramento, que iba a darse por viatico ad una Enferma, 
el dia 28, de Noviembre de 1722, cantaron los mejores Cisnes de Espaiia. 
Dedicase, y consagrase a la Reyna de las Espaias nuestra seiora, Dota Isabel 
Farnesio (que Dios guarde.) por mano del excelentissimo sefior Don Alvaro 
Bazan Benavides, Marqués de Santa Cruz, Mayordomo Mayor de la Reyna 
nuestra sehora, gc, Con licencia. En Madrid, en la Imprenta de Juan de 
Ariatia. 

There is a copy in the Ticknor collection number D150.66. 
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them are a number written in half humorous style and referring 
by name to Ariztia. 


Amigo Juan alla va 

Mi glossa en coplas de Ciego, 
Por si entrare carta al juego 
En la Calle de Aleala 

Yo veo que me dira 

Tu negocio y Libreria... 
Sin duda que el Gazetero 
Quando aquel Texto imprimid 
En noticias no advertid. 


La quintilla esta glossada, 
Y asi Sefior de Ariztia, 
De tu magna libreria 
Remiteme al Piseator 

Por premio de mi furor, 
Y Catholiea porfia.** 


Apparently Ariztia announced in the Gaceta all of Tirso’s 
plays published by Dofia Teresa except one—La mejor espigadera, 
so that although this play bears no date and there is none in the 
volume (Bibliothéque Nationale Yg 306) where it is found, it 
seems probable that it came out after Ariztia ceased printing the 
Gaceta and that it ended the Guzman edition of Tirso’s comedias. 
In January of this year (1737) there is an announcement of a 
play by Alareén and there are four notices of plays by Lope in 
1738, all five for sale at the Lonja de Comedias de la Puerta del Sol, 
and the name of the Lonja then disappears from the columns of 
the Gaceta. I have found no play after this date which bears the 
name of Dofia Teresa de Guzman. 

Was this sudden cessation of the printing of Tirso’s plays due 
to Dofia Teresa or to Ariztia or perhaps to Don Ignacio de Luzan? 
Luzan returned to Spain from Italy in 1735 and rearranged his 
treatise in Spanish, publishing it in 1737,** but without revising 
it in the light of the new data being published precisely at this 
time; he makes no reference to Tirso. Menéndez y Pelayo’s apol- 
ogy for this lack, ‘‘seguramente por no haber conocido sus obras 
ya rarisimas en aquella fecha,’’** would indicate that Luzan 


36 Pages 127, 131. 


87 Ignacio de Luzin, La poética o reglas de la poesia en general, y sus 
principales especies, Zaragoza, 1737. The Censura bears the date of April 6. 
38 Ideas estéticas, V, 185. 
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took no interest in the contemporary literary movement ** and the 
great critic himself seems to have forgotten for the moment the 
Guzman edition to which he appreciatively refers in other places. 

The text of the Guzman edition of these plays is nearer the 
original than that of any other since the seventeenth century. 
It is true that while some typographical errors have been cor- 
rected, others have been made, but there is no division into scenes, 
a change first made in the Ortega edition of 1825, and no added 
stage directions nor text emendation which Hartzenbusch in his 
desire to make the play more easily understood, sometimes carried 
to an extreme.*® When access to the original Partes is impossible, 
reference to the Guzman edition often gives a fair idea of the 
original.* 

Although as already seen, the names of several people interested 
in Tirso de Molina are known, we can only guess at the cause of 
this sudden three years activity in a period when French neo- 
classic influence was ever growing stronger. Since Calderén, 
Moreto and Rojas are barely noticed in the Gaceta, it is possible 
that some one person (Ariztia?), or group of persons felt that 
enough attention had been given to them for the last 75 years and, 
charmed by the power and wit of the almost unknown Tirso, de- 
cided to present him to the reading public which responded for a 
time at least. Or it is possible that as nacionalistas they planned 
to publish all the old dramatists they could, starting with Tirso 
and Alareén, and for some reason about the year 1737 found it 
would not pay or at least it was not best to continue. The main 
point is that during the following 75 years these 32 comedias pub- 
lished ‘‘a costa de dofia Teresa de Guzmin”’ kept alive the mem- 
ory of Tirso de Molina as numerous references show and formed 
the basis for the refundiciones which for over thirty years were 
played to enthusiastic audiences, including the King Don Fernando 
VII and his family.*? 


Auice H. BusHEE 
Wellesley College 


89 And yet Luz&n certainly knew about some of the works that were being 
published. In the words of his son, ‘‘recien llegado 4 Espafia le cayé 4 las 
manos el nuevo diccionario de la Academia Espafiola.’’ La poética, second 
edition 1789, I, xxxv. 

40 Comedias, B. A. E., Prélogo ix—x. 

41 Collections more or less complete may be found in the leading libraries 
of the European countries. The Ticknor Collection contains all but one (see 
note 18) and most of them are in the library of the Hispanic Society, in that 
of Dr. Milton A. Buchanan of the University of Toronto and in my own. 

42 Alice H. Bushee, op. cit., p. 351. 


SOBRE LA FECHA DE LA INVENCION DE LA 
DECIMA O ESPINELA 


I. La décima.—II. Su invencién por Espinel.—III. Las primeras 
décimas en las obras dramdticas de Lope.—IV. En las obras no dramati- 
cas de Lope; en las obras de Géngora; en pliegos impresos de romances.— 
V. Resumen.—VI. Algunas estrofas andlogas a la décima. 


I. La p&crmma. Entre todas las combinaciones métricas em- 
pleadas por la escuela tradicional castellana para agrupar los versos 
de arte menor, ninguna ha llegado a alcanzar la fama y la difusién 
de la décima. Esparcida por todos los dmbitos de la hispanidad, 
acaso sea actualmente todavia mds popular en América que en 
Espafia. El gaucho canté en ella, al son de la guitarra, sus amores, 
sus luchas y sus melancolfas, en frente de la pampa infinita. Y un 
gran poeta argentino, don Rafael Obligado—al evocar al cantor 
popular mds famoso, a: 


Santos Vega, el payador, 
aquel de la larga fama .. . 


en la famosa composicién que comienza : 


Cuando la tarde se inclina, 
sollozando, al Occidente ? 


que todo el mundo se sabe de memoria en la Argentina—empleé 
para ello la décima precisamente por su cardcter de combinacién 
métrica completamente popular, amada y conocida por todos, y en 
especial por la gente humilde.® 

No es dificil hallar la causa de tan extraordinaria fortuna. La 
décima representa, respecto del metro popular, lo mismo que el 
soneto e italianizante endecasflabo para el erudito. Ninguna 
estrofa mds apta para que dentro de ella alcance el verso octosilabico 
su maxima sonoridad. Y aun podriamos decir que supera al soneto 
en la notoria aptitud que muestra, bien sea para dar cabida en una 

! Sigue, y termina: “murié cantando su amor, / como el p4jaro en la rama.” 
(Cuarteta, popular en la Argentina, recordada por D. Rafael Obligado al comienzo 


de su famoso poema Santos Vega. Vid. sus Poestas, Buenos Aires, 1921, pég. 211.) 

? Poesias, pig. 211. 

* Todo el que haya estado en América lo sabe. En la Argentina, especial- 
mente, recuerdo haber visto algunas revistas de cardcter netamente popular y 
vulgar (por ejemplo, La Pampa Argentina) dedicadas a difundir, por la mayor 
parte, décimas criollas. 


40 
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sola estrofa a una entera composicién, o bien para dilatarse inde- 
finidamente en estrofas a veces—jpor desgracia!—demasiado 
numerosas.‘ 

El artificio de la décima encierra una sabia variedad de sonidos, 
que se resuelve en una perfecta unidad, por una ordenacién légica, 
de matematica simetria. Veamos, para objetivar nuestro andlisis, 
su esquema métrico (abba : accddc), y, como mejor ejemplificacién, 
una de las sonoras décimas de Calderén en La vida es suefio: 


Suefia el rico en su riqueza, 
que mas cuidados le ofrece, 
suefia el pobre que padece 

su miseria y su pobreza; 

suefia el que a medrar empieza, 
suefia el que afana y pretende, 
suefia el que agravia y ofende, 
y en el mundo, en conclusién, 
todos suefian lo que son, 
aunque ninguno lo entiende.® 


Nétese como todas las rimas de la décima se ordenan, perfecta- 
mente simétricas, alrededor de un eje ideal, constituido por la Ifnea 
que separa el verso quinto del sexto, dividiendo las dos quintillas 
de que consta. Los versos todos riman a pares, salvo el primer 
verso y el ultimo, que no quedan sueltos, sin embargo, pues se 
unen, respectivamente, al par segundo y al tercero. Pero, siendo 
esto asi, nada mds lejano que la décima de la monotonia que trae 
consigo la rima apareada. Los cuatro primeros versos forman una 
redondilla (abba), clausurada con una pausa de sentido. Pero de 
pronto el ofdo se sorprende agradablemente al percibir un conso- 
nante, el quinto, que sumdndose a los otros cuatro, transformarfa la 
composicién en una quintilla. Este verso quinto—cuya armonia 
era tan patente para nuestro gran Lope de Vega: 


jQué bien el consonante 
responde al verso quinto! *— 


es el eje, la clave de toda la décima. Si por el sonido lo debemos 
considerar unido a la primera quintilla, por el sentido corresponde a 
la segunda. La composicién queda asi simétrica en cuanto a los 

* No recuerdo que se haya usado el soneto en nuestro Parnaso como estrofa, 
en poemas de alguna extensién. En Italia si se ha empleado. Vednse, como 
ejemplo, los sonetos en que Marino desarrollé la fabula de Polifemo. 

5 Calderén, La vida es suefio, II, 19 (vid. la ed. de Krenkel, Leipzig, 1881, pag. 
117). 

ere del Laurel de Apolo, mds adelante recordado. Véase también la 

dedicatoria de El Caballero de Illescas, que hemos de mencionar. 
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consonantes, pero con una especie de encabalgamiento, por raz6n 
del sentido, que suelda indisolublemente una a otra quintilla, for- 
mando de ambas una nueva unidad de versificacién. 


II. Su rmnvenci6N por Espinet. Esta combinacién métrica, 
tan apta para que en ella se manifiesten las cualidades de la poesia 
tradicional castellana, tiene sin embargo un origen relativamente 
reciente. Reparemos en que la décima o decena’™ se ha llamado 
también espinela, por el apellido de su inventor, Vicente Espinel 
(1550-1624). Ello fué repetido hasta la saciedad por un testigo 
de mayor excepcién como lo era Lope de Vega, discfpulo y amigo de 
Espinel : 

a) En la dedicatoria a Espinel de la comedia El Caballero de 
Illescas (Parte XIV, afio 1620), declaré que Espafia debia mucho a 
Espinel: “ particularmente las décimas, que si bien se hallan algunas 
en los antiguos, no de aquel ntimero, como en Juan de Mena las que 
comienzan: Muy mds clara que la Luna. Composiciém suave, ele- 
gante y dificil, y que ahora en las comedias luce notablemente, con 
tal dulzura y gravedad, que no reconoce ventaja a las canciones 
extranjeras. Verdad es que en la lengua francesa las he lefdo, 
escritas por el sefior Malherbe, [y ] en las obras de diversos poetas ; 


pero por el afio de su impresién consta que pudo imitarlas, si bien 
se diferencian en la cadencia del verso quinto.” ® 


7™En los primeros tiempos, parece haber sido llamada, indistintamente, 
décima, 0 decena. Después, desaparecié esta dltima denominacién, y aparecié en 
cambio—probablemente al morir en 1624 Espinel—la de espinela. 

He aqui una sistematizacién de los datos recogidos en todo este articulo: 

Déftcima: Lope de Vega en La Arcadia, 1594-1598; Arte nuevo, 1609; dedica- 
toria de El Caballero de Illescas, 1620; La Circe, 1624; Laurel de Apolo, 1630; La 
Dorotea, 1632. Tirso de Molina: en los Cigarrales de Toledo, 1621 (edic. Said 
Armesto, 333 y 335); Los balcones de Madrid (Bibl. de Auts. Esps., t. V, p. 556, a), 
después de 1632, pues menciona el Para todos de Montalban. 

Decena. En el Romancero de la Brancacciana, editado por el gran hispanista 
Foulché-Delbose (Revue Hispanique, LXV, poesia ntimero 33 de dicho Romancero), 
y que, data de finales del siglo XVI 0 comienzos del XVII, unas décimas (alli 
andénimas, pero atribuidas en otros lugares a Quevedo y también a Géngora) 
llevan el titulo de decenas. Jd&uregui asimismo (hacia 1617) emplea esa denomi- 
nacién (Géngora, Obras, edic. Millé, p. 1203). 

Espineta. Lope en La Circe, 1624; Laurel, 1630; La Dorotea, 1632. Tirso, 
que en los Cigarrales, 1621, emplea sélo décima, en Los balcones de Madrid (d. 
1632), loc. cit., emplea décima y espinela. 

8’ Vid. Milton A. Buchanan, The Chronology of Lope de Vega’s Plays, 
Toronto, 1922, pag. 8, apud University of Toronto Studies, namero 6. El pasaje 
en cuestién ha de hallarse en Obras de Lope, nueva ed. Academia, IV, 108. 

La poesia de Juan de Mena (1411-1456), aludida por Lope, puede verse en el 
Cancionero castellano del siglo XV, tomo I (Nueva bibl. de auts. esps., XIX, pag. 
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b) Al incluir después, en 1624, en La Circe, una composicién de 
esa clase: “‘ no parezca novedad—afiadfa—lIlamar espinelas a las 
décimas, que éste es su verdadero nombre, derivado del maestro 
Espinel, su primer inventor, como los versos sdficos de Safo.’’ ® 

c) Poco después, en 1630, en el Laurel de Apolo, muerto ya 
Espinel, decia de nuevo: 


Pero la sierra que en la verde orilla 
del claro mar de Espafia 

el pié de mérmol bajfia, 

adonde yace Ronda, 

querré también que Apolo corresponda 
a lo que debe al inventor suave 

de la cuerda que fué de las vihuelas 
silencio menos grave, 

y las dulces sonoras espinelas, 

no décimas, del nimero de versos, 

que impropiamente puso 

el vulgo vil, y califica el uso 

o los que fueron a su fama adversos, 
pues de Espinel es justo que se llamen 
y que su nombre eternamente aclamen.'® 


Un poco mas adelante, en el mismo Laurel, trata de las calidades 
de cada una de las composiciones empleadas en la poesia: 


Fueron las espinelas 

de artificio estudioso 

para el laurel alegres esperanzas. 
jOh Apolo, que revelas 

géneros tan hermosos, 

tenga Espinel debidas alabanzas! 





182), publicado por el referido Sr. Foulché-Delbose. Cada estrofa, de 10 versos, 
tiene 8 de ocho y 2 de cuatro sflabas, con pausa después del sexto, asi: aabbba :acca. 
Como se echardé de ver por el esquema, los versos tetrasilabos son el segundo y el 
quinto, que van en cardcter distinto. Comparando con la décima: abba :accddc, 
se notardé bien la escasisma semejanza que tiene con ella. Mas similitud mediaria, 
en todo caso, con otras composiciones del propio Mena: “Guay de aquel hombre 
que mira” y “Por ver que siempre buscdis,” las cuales riman: abaab:cdccd, y 
tienen sus diez versos octosildbicos: vid. pags. 189 y 197 de dicho Cancionero. 

El uso de la décima, predominantemente lfrico, dentro de la comedia, habia 
sido ya sefialado por Lope, en 1609, en su Nuevo arte de hacer comedias: “las 
décimas son buenas para quejas” (vid. Bibl. auts. esps., XX XVIII, 232a). 

Serfa interesante comprobar lo que dice Lope acerca de poetas franceses, 
entre ellos Malherbe (1555-1628), que versificaba desde 1575 (Lanson, Hist. 
de la littérature francaise, Paris, 1916, p&ég. 357). 

® Vid. la Barrera, Nueva biografia, 379. 

10 Lope, Obras suelias, I, 23. 
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jQué bien el consonante 

responde al verso quinto! 

jQué breve laberinto! 

jQué dulce y elegante 

para todo conceto! 

Tal fué su autor perfeto 

en miisica y poesia, 

porque todo consiste en armonfa." 


d) Y en La Dorotea, publicada en 1632, pero cuya accién 
transcurre hacia 1587: “‘ A peso de oro habfades vos de comprar un 
hombre de hecho, y de pelo en pecho, que la desapasionase, destos 
sonetos, y destas nuevas décimas, o espinelas, que se usan; per- 
déneselo Dios a Vicente Espinel que nos trujo esa novedad y las 
cinco cuerdas de la guitarra.” ” 

Afirmaciones ptblicas tan reiteradas, hechas por quien, como 
tan gran poeta, y discfpulo por afiadidura de Espinel,'* habia de 
hallarse perfectamente enterado, no sabemos que fuesen rebatidas 
por nadie. Ha de admitirse, pues, que Espinel inventé la décima 
en fecha mds o menos cercana a 1587. 


III. Las PRIMERAS DECIMAS QUE SE ENCUENTRAN EN LAS OBRAS 
DRAMATICAS DE Lopr. Pero jcudl es la fecha que debemos sefialar 
como terminus a quo de la invencién de la décima? Serfa necesario 
estudiar las poesias de Espinel. {Se encontrardn ya décimas entre 
sus Diversas rimas, publicadas en Madrid, 1591, pero con aproba- 
ciones de 1587? Nosotros no hemos tenido, por ahora, posibilidad 
de estudiarlas.' 

Reviste esa cuestién particular interés para la ordenacién 
cronolégica de las poesfas de esta época. En la poesia dramatica, 
especialmente, y sobre todo en la de los origenes, su repercusién 
puede sermuyimportante. Asflo comprendié el profesor Buchanan, 
en el magnifico trabajo que dedicé a la cronologfa de las comedias 

1 Lope, Obras suelias, I, 213. 

12 Lope, La Dorotea, acto I, escena 7, ed. Américo Castro, pag. 45. Vid. 
asimismo las pags. 189 y 207. 

13 “A mi maestro Espinel / haced, Musas, reverencia, / que os ha ensefiado 
a cantar / y a mi a escribir en dos lenguas” (Lope, Justa de la beatificacién de San 
Isidro, apud Obras suelias, XI, Madrid, 1777, pag. 596). 

4 Seguin los Indices generales (tomo LXX1) de la Bibl. de auts. esps., en toda 
esa Biblioteca no figura ninguna décima de Espinel. Habria que revisar también 
los tratados de métrica y poesia. Precisamente en 1592 publicaba Diaz Rengifo 
su Arte poética. Vincens, su disparatado continuador, afiadié mucho después al 
texto primitivo algo referente a décimas latinas (vid. mis Estudios de lit. esp., 
La Plata, 1928, pag. 276). 
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de Lope de Vega. El hizo ya notar, examinando minuciosamente 
las comedias de Lope que por aquel entonces tenfan fecha conocida, 
que la décima no aparece en las mds antiguas de ellas ({1573?-1598). 
En fecha dudosa, que podrfa referirse a 31593?,' aparece la décima 
en Los Comendadores de Cérdoba. En el texto de esa comedia que 
nos es conocido (se hallar4 en Obras de Lope, ed. Menéndez y Pelayo, 
XI, 259) figuran, segin el Sr. Buchanan, les décimas;'* pero 
jfigurarfan también en el texto primitivo? No media gran incon- 
veniente en la fecha, ya que conocemos décimas que datan a lo 
menos de 1594; pero de todas maneras: jcudl es la fecha cierta de 
ese texto? Si por una parte sabemos que cierta comedia de Los 
Comendadores fué representada en 1593,'7 y si se ha hecho notar 
también que existen alusiones en el texto actual a los amores de 
Lope con Elena Osorio—lo que la llevaria a 1587-1588 "—; por 
otra parte la fecha cierta del texto actual no puede referirse sino a 
1609, en que fué publicado.” Seria, por lo tanto, posible que el 
texto primitivo de la comedia, escrita quiz4 hacia 1587-1588, y 
representada después hacia 1593, haya sido retocado. Dejemos, 
pues, como dudoso el testimonio de Los Comendadores de Cérdoba. 
La décima aparece ya plenamente comprobada en 1599 en El Argel 
fingido; y después en La nueva victoria de la Santa Cruz, que acaso 
es de 1604; y en La batalla del honor, de 1608. Desde el afio 1611 


su presencia se acredita ya en casi todas las comedias examinadas 
por el Sr. Buchanan.” 


IV. EN LAS OBRAS NO DRAMATICAS DE LOPE; EN GONGORA; EN 
PLIEGOS IMPRESOS DE ROMANCES. Esos datos, tan valiosos, recogi- 
dos por el Sr. Buchanan, merecen ser completados. No pudiendo 
hacerlo en lo que respecta a las décimas escritas por Espinel, hemos 
tratado de averiguar la primera aparicién de la décima entre las 
poesias que més conocemos y que tenemos en este momento a 
mano : ante todo en las poesfas de Lope y de Géngora, y después en 
algunas colecciones anénimas, pero que tienen para nosotros fecha 
cierta. 

% Buchanan, op. cit., 23. 

© Buchanan, op. cit., 7. 

17 Buchanan, op. cit., 7; Adalbert Hiimel, Studien zu Lope de Vegas J ugend- 
dramen, Halle a. Saale, 1925, pag. 57; Pérez Pastor, Nuevos datos acerca del 
histrionismo espafiol, Madrid, 1901, pag. 36. 

18 Buchanan, op. cit., 7; Hamel, op. cit., 57; Restori, apud Zeitschrift fiir 
romanische Philologie, XXX, 227; Rennert y Castro, Vida de Lope, Madrid, 1919, 
pag. 470. 

1 Buchanan, op. cit., 7. 

20 Buchanan, op. cit., 8, 15 y 19-23. 
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Veamos ante todo las décimas de Lope que se enumeran en el 
indice de sus Obras sueltas.* Las de mds antigua publicacié6n re- 
sultan ser las contenidas en La Arcadia, novela que salié a luz en 
1598, pero que estaba ya escrita, a lo que parece, en 1594.% Véase 
una muestra, que acreditard que las designaba por su nombre, y 
empleaba en ellas una técnica perfecta: “ dijo bien aquella décima: 


En la India hay una gente 
que se sustenta de olor, 

y asf me sustenta Amor 

de esperanza solamente. 
Amor no ha sido accidente 
en mf por ver tu belleza; 
costumbre y naturaleza 
como a vibora me tratan, 

a quien dan vida y no matan 
su ponzofia y su fiereza.* 


Lope, pues, usaba de la décima en 1594—1598,*4 en La Arcadia, 
el primer libro que public6. Pero antes, desde 1585 a 1598, habia 
publicado poesfas sueltas en libros y en colecciones ajenas. Entre 
esas poesias no figuran décimas.”* 

Dejemos ya a Lope, y vengamos a Géngora, cuya cronologia se 


ha hecho facil de conocer al publicarse, por el Sr. Foulché-Delbosc, 
el manuscrito Chacén. Entre las 423 poesfas contenidas en dicho 
manuscrito—cuyas fechas van desde 1580 a 1626— no hay ninguna 
décima anterior a 1600. En ese afio figuran dos composiciones en 
décimas, cuatro en 1603 y una en 1604. Desde 1606 en adelante, 
figuran ya en casi todos los afios.”* 


21 Lope, Obras sueltas, XXI. Ese indice ha sido reproducido en Bibl. de auts. 
esps., XX XVIII: vid. la pag. 547. 

22 Vid. mis citados Estudios, 110. 

23 Lope, Obras sueltas, VI, 55 (asi como Bibl. de auts. esps., XX XVIII, 58). 
Otras décimas en las pags. 54, 136, 259, 268, 332, y 376 de dicho tomo VI. Todas 
pertenecen a La Arcadia. En cuanto a la décima copiada, compdrese su con- 
tenido con otro pasaje de Lope en los Soliloquios (Obras suelias, XVII, 61): 
“Unos hombres hay en la extrema parte de la India, de quien se escribe que se 
sustentan de sdélo el olor de las flores, y viven sin otro sustento entre aquellos 
prados aromdticos cuya fragancia los vivifica y fortalece.” {Ldstima que los 
exploradores modernos hayan descuidado la busca de ese lugar, cuya poblacién 
habria aumentado extraordinariamente en los tiempos calamitosos que corremos! 

*4 El texto de La Arcadia en las Obras sueltas (vid. t. VI, pag. xiii) procede de 
la edicién de Madrid, 1611, que el editor crefia ser la princeps. Podria, pues, 
haber sido retocado. 

* Vid. mis Apuntes para una bibliografia de las obras no dramdticas de Lope, 
apud Revue Hispanique, LX XIV (ntimeros 2 a 12 de dichos Apunies). 

% Géngora, Obras, ed. cit., poesias ntimeros 111, 112, 117 a 120, 122 &. 
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Esto en lo que respecta a las poesfas de Géngora contenidas en el 
manuscrito Chac6én. Las no contenidas en él, y por ello de auten- 
ticidad no tan segura, nos encaminan a una conclusién concordante. 
La mds antigua resulta ser, segtin parece: “‘ Los edictos con im- 
perio,” que, por las alusiones que contiene, hemos fechado entre 
1594 y 1604, siendo probable que don Luis la escribiese durante su 
viaje a Castilla en 1603.” En cuanto a otras dos composiciones 
escritas en décimas que quedan sin fechar, entre esas poesfas atri- 
bufbles, propondriamos fecharlas, preventivamente (la autenticidad 
de una de ellas es dudosa) : “‘ después de 1600,” * fecha de la primera 
décima de Géngora que conocemos. 

Habiendo ya tratado de Lope y de Géngora, veamos lo que re- 
sulta de ciertos cuadernos, o pequefias colecciones de romances y 
otras poesias, de extremada rareza, que el repetido Sr. Foulché- 
Delbose exhumé en las bibliotecas de Italia, y que tienen para el 
caso el inapreciable valor de haber sido impresos desde 1589 a 1598. 
En los Romancerillos de la Ambrosiana (impresos en Valencia, 1589- 
1594) figura la composicién n° 89, letrilla que comienza : ‘‘De verme 
por vos perdido,” y en los Romancerillos de Pisa (impresos también 
en Valencia, 1594-1598) la n° 107: “ Pues que ya tan dura estas.” 
Se imprimieron en 1594 y 1595, respectivamente. Ambas son 
anénimas y estdn escritas en décimas,” que corresponden perfecta- 
mente al esquema ya recordado. Reproduciremos la primera, 
haciendo notar que acaso habrfa que poner punto y coma, y no 
punto, al final del cuarto verso, suprimiendo asimismo la conjuncién 
y con que comienza el quinto: 


De verme por vos perdido 
estoy de mi tan contento 
que sélo siento tormento 
de haberos poco servido. 
Y aunque es mostrarme atrevido 
osar decir que soy vuestro, 
pues con las obras lo muestro 
y por tal tengo mi empleo, 

que sobre todo deseo 

me muestro en serviros diestro. 


V. Resumen. En resumen: hemos ido viendo que Lope no 
emplea la décima en sus obras dramaticas hasta 11593? o 1599, y 


27 Géngora, ed. cit., poesia nimero XIX, y su nota. 

28 Géngora, ed. cit., id. XL y XLI, poesias: “Tan ciruelo a San Fulano” y 
“:Qué importa, oh Tiempo tirano?’’. 
29 Vid. Revue Hispanique, ts. XLV y LXV. 
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en las no dramdticas hasta 1594-1598; que Géngora no las usa 
tampoco, probablemente, hasta 1600; que en esos cuadernos de 
romances aparecen décimas impresas en 1594 y 1595. Sin perjuicio 
de las conclusiones a que pueda llevar un futuro estudio de las obras 
de otros poetas coeténeos—en primer lugar, naturalmente, las de 
Espinel—podemos dejar asentado que la invencién de la décima por 
éste puede suponerse efectuada hacia 1587, sin que por el momento 
podamos asegurar haya sido usada por otros poetas hasta 1594. 


VI. ALGUNAS ESTROFAS ANALOGAS A LA DéciMA. Es interesante 
hacer notar—pues pone de manifiesto la parte que en todas estas 
innovaciones tiene el ambiente, y la obra colectiva—, algunas 
estrofas mds o menos andlogas a la innovacién de Espinel, que 
hemos podido hallar en los poetas de aquel tiempo. No hemos 
hecho una investigacién sistemdtica acerca de esto. Queremos 
solamente apuntar algunos datos, por si alguna vez pudieren ser 
de utilidad. 

Antigua parece ser la tendencia que buscaba obtener, a base del 
verso octosilabico, una estrofa de diez versos. Es muy frecuente 
encontrar en los cancioneros composiciones escritas en quintillas 
apareadas, que se separan unas de otras como si formasen estrofas 


de diez versos.*° En Gémez Manrique (j1412?-1490) hallamos 


aquella famosa inscripcién que aun puede verse en las casas con- 
sistoriales de Toledo: 


Nobles, discretos varones 
que goberndis a Toledo, 

en aquestos escalones 
desechad las aficiones 
codicias, amor y miedo. 
Por los comunes provechos 
dejad los particulares: 
pues vos fizo Dios pilares 
de tan riquisimos techos, 
estad firmes y derechos. 


Aqui el esquema es: abaab : cd : dec.** Cabe también recordar los 
versos de Juan de Mena (1411-1456), a que ya hemos visto que 
Lope de Vega hacia relacién.** Del mismo modo aquella poesia, 


%° Véanse, por ejemplo (apud Revue Hispanique, LXI, 1924) los Cancionerillos 
de Praga, composiciones nimeros 3, 5, 16, etc. Las fechas de impresién que se 
citan en dicha coleccién van desde 1550 a 1564. 

*1 Hurtado y Gonzdlez Palencia, Hist. lit. esp., Madrid, 1925, 196. En el 
Cancionero de Alvarez Gato pueden hallarse muchos ejemplos parecidos. 

32? Nota 8 del presente trabajo. 
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apécrifa segin parece, que se dice que fray Luis de Léon (1527-1591) 
dej6 escrita en su prisién, al salir de ella en 1576: 


Aqui la envidia y mentira 

me tuvieron encerrado. 

Dichoso al humilde estado 

del sabio que se retira 

de aqueste mundo malvado, 

y con pobre mesa y casa, 

en el campo deleitoso, 

con sélo Dios se compasa, 

y a solas su vida pasa, 

ni envidiado, ni envidioso.* 
Oida con algtin descuido, se estarfa tentado de creerla una décima, 
pero el ofdo echa de menos algo de la sonoridad de ésta. El esquema 
es: ab : babcdccd, distinto del de la décima: abba : accddc. 

Esta composicién, y otras andlogas, acreditan al menos la ne- 
cesidad, que se hacfa sentir en algunos casos, de una estrofa de igual 
extensién a la de la décima. 

Del mismo modo se encuentra esa doble quintilla en las com- 
posiciones preliminares de amigos y panegiristas del autor, que son 
tan frecuentes en los libros de aquella edad. Pasados algunos afios, 
habia de ser muy general el empleo de las décimas en ese género de 
composiciones. Entonces, no creadas o no difundidas todavia las 
décimas, se escribian en dos quintillas, de las cuales la segunda 
tendfa a presentar la misma disposicién: ccdde que presenta en la 
décima.** 


Es que existia una especie de décima rudimentaria, que se lamaba 
copla real,** la cual rimaba abbab : ccddc. 

En Géngora especialmente, es interesante estudiar, en las com- 
posiciones fechadas mediante el manuscrito Chacén, el progresivo 
desarrollo de la disposicién estréfica de sus letrillas, anteriores a sus 
primeras décimas conocidas. Veamos el esquema de una letrilla 
octosilabica—en éste y en los demas casos distinguiremos con letra 
especial los estribillos, cuando haya necesidad de tenerlos en cuenta 
—escrita por Géngora en 1581. Se trata de la famosisima que 

33 Bibl. de auts. esps., XX XVII, 14. 

* Veamos, por ejemplo, dos libros de Lope de Vega. En La Arcadia (1598) 
no hay ninguna décima preliminar de panegiristas de Lope. En la Angélica 
(1602) hay yados. En La Arcadia hay siete dobles quintillas, de las cuales cuatro 
riman ceddc en la segunda quintilla. En la Angélica vemos dos de estas tltimas. 

% Buchanan, op. cit., 8. Ejemplos en Lope, La Arcadia, Obras sueltas, V1, 
100 y 380. También en El Peregrino, si bien aqui (Obras suelias, V, pag. xxi) una 


errata que ha hecho perderse uno de los versos de la segunda quintilla, desfigura 
la primera estrofa de diez versos. 
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comienza: “‘ Traten otros del gobierno,” y su esquema es: abbaacc. 
Otras tres letrillas: ‘‘ En la ley vieja de Amor,” “ Cierto doctor 
medio almud,” y ‘‘ Baste lo flechado, Amor,’ que datan, respectiva- 
mente, de i583, 1591 y 1592, tienen un esquema parecido: 
abba : accd.** En 1595 hallamos otra letrilla escrita en un género 
de estrofa que es casi una décima: abba : aceddee. Existe ya aqui 
la pausa después del verso cuarto, y si el décimo rimase c, y no e 
(lo hace asf para unirse al estribillo) era ya una décima. Veamos: 


Ya de mi dulce instrumento 
cada cuerda es un cordel, 

y en vez de vihuela, él 

es potro de dar tormento; 
quiz4 con celoso intento 

de hacerme decir verdades, 
contra estados, contra edades, 
contra costumbres al fin: 

no las comente el rufn, 

ni las tuerza el enemigo, 

y digan que yo lo digo.” 

Interesante problema, por cierto, el que plantea esta letrilla, de 
1595, y por lo tanto posterior, no sé6lo a las décimas de Espinel, sino 
aun a las anénimas que hemos encontrado ya impresas en 1594. 
i, Desconocia acaso aun el gran poeta la innovacién de Espinel? iO 
por el contrario quiso respetar el derecho del iniciador—de que se 
hacia por entonces tan poco caso—hasta que vié la innovacién 
empleada por todos? 

Sea de ello lo que fuere, ya hemos visto a Géngora, desde 1581, 
y luego en 1583, 1591 y 1592, siguiendo un rumbo andlogo al que 
hubo de seguir Espinel. Ya sabemos cémo empleaba en sus letrillas 
la caracteristica pausa después del cuarto. Y no solamente 
Géngora: también Santa Teresa (fallecida en 1582), en una cono- 
cidisima letrilla : 

Vivo sin vivir en mt, 
y tan alta vida espero, 
que muero porque no muero. 


Aquesta divina unién 
del amor con que yo vivo, 
hace a Dios ser mi cautivo 
y libre mi corazén: 
%* Géngora, ed. cit., poesias nimeros 96, 98, 103 y 104. 
87 Géngora, edic. cit., poesia n° 110, indubitable. No sdélo est4 en el ms. 
Chacén, sino también en el ms. Alba. Se imprimié por primera vez en el Roman- 
cero general de 1604 (Foulché-Delbosc, Obras de Géngora, III, 92). 
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mas causa en mf tal pasién 
ver a Dios mi prisionero, 
que muero porque no muero.** 


El] esquema ya vemos que es: abba : acc. 

La pausa después del cuarto verso la hemos visto usada, por 
tanto, a lo menos desde antes de 1582. Antigua era también, como 
dijimos, la disposicién de la segunda quintilla segin el esquema: 
cecdde. 

4Cudl fué entonces, pues, la parte que tomé Espinel en estas 
innovaciones? Acaso solamente la de cristalizarlas y fundirlas en 
unidad primero que nadie, en versos de cierta perfeccién, que 
alcanzarfan notoriedad y quedarfan como modelo para todos. 


JuaAN MiLu£ y GIMENEZ 
Almeria, Espafia 


%8 Hurtado y Gonzdlez Palencia, op. cit., 451. El mismo estribillo esta 
glosado también por el serdfico San Juan de la Cruz (m. 1591) en estrofas de la 
misma combinacién: abba:ace (vid. Obras, edicién de fray Eduardo de Santa 
Teresa, Burgos, 1925, pag. 1065). 





MANIFESTACION MODERNA Y NUEVA DE LA APOCOPE 
EN ALGUNAS VOCES! 


ABIDO es que la literatura espafiola de los iltimos quince o 
veinte afios esté pasando por un perfodo de transicién y de 
cambio en todos sus aspectos mds caracterfsticos y mds tradicionales. 
Los temas, el modo de desarrollar el argumento, el estilo y ei lenguaje 
de la produccién literaria en Espafia y en la América Espafiola desde 
la terminacién de la Guerra Mundial presentan rasgos y modalidades 
de poca raigambre y cuyas fuentes deben de buscarse en las reali- 
dades inexorables de la vida contempordnea y en el dicharacho de 
moda. La verdad de esto se desprende de un parlamento de un 
personaje de una comedia reciente: 


Alejandro— . . . La gente joven de ahora tiene otra clase de diversiones, 
como tiene otras danzas, y otros modales, y hasta otro lenguaje. 
No creas que no seria interesante redactar el vocabulario de esta 
generacién. Yo voy aintentarlo. Tengo ya muchas papeletas, y, 
algunas, curiosisimas ... “chanchi.” ‘‘Chanchipirulf.” ‘‘es- 


tupen.” ‘“‘Pat&é de verraco.” ‘‘Superferoli.” ‘La vela, la 
Cs bine = 


Las aseveraciones de este sujeto no pueden ser mds interesantes, 
no ya por los ejemplos que recoge sino por lo que apunta y llama la 
atencién. De estas tendencias nuevas notadas por el aludido 
personaje estudiaremos la propensién que se ha puesto en boga 
a la apécope de voces polisilabicas, todas de uso frecuente o de obvio 
significado para los interlocutores. Daremos primero la lista de 
estos vocablos apocopados y después haremos las observaciones mds 
necesarias al caso. 
auto = automovil. 
Hace afios, quizi antes de 1914, que se ha generalizado auto. 
Su uso es frecuentisimo en Espafia, aunque no asi en la América 
Espafiola, en donde se oye carro, coche, mdquina, etc. 


José Marta— . . . Tendré el gusto de ir a verles a ustedes todos los 

domingos en el auto o en la moto. 

1 Queremos hacer constar nuestro mds sincero agradecimiento a los sefiores 
catedraticos de la Universidad de California S.G. Morley y Robert K. Spaulding 
por varias notas adicionales e indicaciones de mucho valor para la mejor dilucida- 
cién de nuestro estudio. 

* Francisco Serrano Anguita, El rio dormido, estrenada en el teatro Beatriz 
(Madrid) el 2 de marzo de 1934, acto I, edicién La Farsa, p&gs. 17-18. 
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Cuala—La moto me da mucho miedo; no sé cémo puede andarse 
con eso.’ 


Moto es motocicleta, también de mucho uso: 


. un auto de Madrid... atropell6 una motocicleta .. . 
Respecto a los ocupantes de la moto. . . . 4 
barbi = barbiana. 
“‘Curro—Zi hasta la hermana es barbi.” ® 
bene = beneficio. 
Véase una caricatura de Robledano en El Sol (Madrid), 4 
noviembre 1930, plana 12, titulada Los maestros de la historieta: 
No hay que presumir. 
bibe = biberén. 
“Senior Tomds—jY qué quié usté que haga la pobre, si se le ha 
acabao el bibe? Pues llorar.’’ ® 
bict = bicicleta. 

Nubes de ciclistas por todas partes. Curasen “‘bici.”” Monjas 
en “‘bici.” Trasporte de una mesa de comedor en “‘bici.”” En unas 
oficinas, un letrero que dice: ‘‘Se prohibe entrar en los despachos en 
bicicleta’”’ (no es broma).—J. Madinaveita en El Sol, 17 agosto 1930, 


quinta plana, primera columna. (Se trata de una excursién a 
Holanda.) 


Me gustaria saber qué hace el presidente de la pefia deportiva 
tarraconense municipal y algo espesa Los Macones (albafiiles sin 
trabajo) por el barrio de Pardifias. Parece ‘‘menti’’ que teniendo 
“bici” vaya en “‘tranvi” a ver a la gachi. “El padre Gafo II” 
en El Liberal (Madrid), 9 octubre 1935, plana 11. 


Bombi = Bombilla. 
Famoso merendero y barrio de Madrid. Se usa con mucha 
frecuencia: ‘‘Nos encontramos en la Bombi el domingo pasao 
. ”’ 7 “eaminito de la Bombi/ yo voy con mi chulona, / 


luciendo su persona.” *; ‘Hay quien cree que este patio es una 
sucursal de la Bombi.”’ , 


? Benavente, Memorias de un madrilefio, estr. en el Lara (Madrid) el 8 
noviembre 1934, cuadro 2, esc. vi, La farsa, niim. 386, pag. 36. 

4 La Libertad (Madrid), nim. del 21 diciembre 1934. 

5Luis Ferndndez de Sevilla y Rafael Septilveda, Madre Alegria, estr. 2 
febrero 1934, La farsa, nim. 353, pég. 23. Curro acababa de aludir (pag. 21) a 
lo bonitas que eran algunas de las monjas llamdndolas “ barbianas.”’ 

® Luis Ferndndez de Sevilla, Seis meses y un dia, acto III, estr. 23 diciembre 
1931, La farsa, nim. 406, pag. 73. 

7 Eusebio de Gorbed, Los amos de Curlidores, estr. 25 abril 1930, acto III, ed. 
El teatro moderno, nim. 246, pag. 61. 

® Luis Fernandez de Sevilla y Anselmo C. Carrefio, Paca la telefonista o el 
poder esta en la vista, estr. 2 abril 1930, Madrid, 1930, pag. 56. 

* Luis Fernandez de Sevilla y Anselmo C. Carrefio, La ley seca, estr. 4 junio 
1930, El teatro moderno, nim. 285. 
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cine = cinematégrafo. 
De uso frecuentisimo. Lo hemos ofdo desde antes de 1914. 
coci = cocido. 
Bastante frecuente: ‘‘Yo también ‘adevino’ el porvenir, y 
‘sus’ digo: j|Compren, céOmprenme este repollo y aseguro, como 
si lo viera, que el ‘coci’ de esta tarde va a estar mds sustancioso 
que punca!”, Luz (Madrid), 20 septiembre 1933, plana 3; 
“ZY lo placenteramente que esté comiendo su ‘coci’ este matri- 
monio obrero de la foto 6?”’, Luz, 31 octubre 1933. Para foto, 
véase este vocablo mds abajo. 
cole = colegio. 
Como era de esperar, su uso es bastante frecuente. Véase 
“Al salir del ‘cole’,” “ Pagina de chicos,”’ Crénica (Madrid), 18 
noviembre 1934 (afio VI, nim. 262, antepentltima pagina). 
comt = comisarta. 
Cf. Benavente, Una sefiora (1920), acto III, escenas i y ii. 
combina = combinacién. 
Cf. Eusebio de Gorbea, Los amos de Curtidores, ed. cit., pag. 22. 
compt = compinche. 
“Nada; que sudaron mds que mi ‘compi’ Alfonsito Mufioz 
cuando va de caza.” ‘El padre Gafo” en El Liberal, 27 junio 
1935, pdg. 10. 
conversa = conversacién. 
“Lo que no podemos es estarnos aqui de conversa, esperando 
a que baje mi hermana.”’ Gorbea, Los amos de Curtidores, ed. 
cit., pag. 14. 
chort = chorizo. 
Reve—jSi, si! . . . El puchero del albafiil, tan amarillito, con su 
azafr4n, y su repollo, y su tocino fresco, y sus ruedas de 
“chori,” y fideos entrefinos para la sopa. .. . ™ 
estupen = estupendo. 
Véase arriba el primer texto aducido que precede a esta lista. 
foto = fotografia. 
Su uso se ha generalizado tanto que ya pocos dicen fotografia. 
Véase coci. 
mentt = mentira. 
Véase bici. 
Metro = Metropolitana. 
Voz tomada de Compafifa Metropolitana de Madrid, equiva- 
lente al inglés “tube” (en Londres) y “subway” (en Nueva 


10 Francisco Serrano Anguita, Tu vida no me importa, acto III, La farsa, nim. 
373, pédg. 67; estr. en 1934. Pag. 70: “coci.” 
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York). O quiz& sea mejor ver su origen en el francés Metro, 

de igual significado. 

moto = motocicleta, 
Véase auto. 

neura = neurasténico, -a. 


‘Joan Crawford, una de las hembras mds fantdsticas de Holly- 
wood, esté melancdélica y ‘neura’.” “ 
pampli = pamplina (gpamplinas?). 
“ Mili—Pero jsi no hago na, pampli. . . .” ” 
peque = pequefio. 

Muy difundido; usado sélo con el valor de sustantivo y en el 
significado de nifio, hijo. Titulo de una comedia de Pedro 
Mufioz Seca y Pedro Pérez Fernandez: El sofa, la radio, el peque y 
la hija de Palomeque, estr. 22 enero 1929; primera edici6n, Ma- 
drid, 1929. Su género es comin: el peque, la peque. 

poli = policia. 
“Sefior Tomds—jYo, no; serd la poli!.”’ * 
“‘ Agapito (Recogiendo cartas)—jOj4, la poli!.”’ “ 
Ya se encuentra en Arniches, El amigo Melquiades (1914), 
acto ITI, ese. i. 
propt = propina. 

“‘Pensdbamos darte dos leandras de propi.” 

“Yo no quiero que le dé usté sueldo; las propis y na mds.” ® 
radio = radiotelegrafta. 

Se usa en la acepcién que da la Academia de la Lengua, y, por 
extensién, al aparato de la radio. Véase peque. Su género, 
siempre femenino. 

ridi = ridtculo. 

Voz usada en la frase hacer el ridiculo. De interés es el 
cambio del acento. Cons. Ferndndez de Sevilla y A. C. Carrefio, 
Paca la telefonista, ed. cit., pig. 31; Luis de Vargas, ;Mi abueliia, 
la pobre . . . !, ed. cit. pag. 35. 


1 La semana (Madrid), 29 junio 1934, pag. 4. Este semanario dejé de pub- 
licarse desde principios de octubre, 1934. 

2 Luis de Vargas, ;Mi abuelita, la pobre . . . ! , estr. 23 diciembre 1933, 
La farsa, nim. 363, pdg. 47, acto I. 

18 Fernandez de Sevilla, Seis meses y un dia, ed. cit., pag. 25. 

1 Pedro Mufioz Seca y Pedro Pérez Fernandez, ;Soy un sinvergiienza!, acto 
III, estr. 13 diciembre 1934, La farsa, nim. pag. 63. 

48 Ferndndez de Sevilla y A. C. Carrefio, La ley seca, ed. cit., pag. 41. 

6 Ferndndez de Sevilla, Vaya usted con Dios, amigo, acto I, estr. 11 octubre 
1935, La farsa, nim. 428, pag. 9. 
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sacris = sacristdn. 
“ Higinio—jEs usted, sefior Sacris?”’ '” 

taqui = taquigrafa; 0 taqui-meca = taqutgrafa-mecanégrafa. 
Fidel—Esta sefiorita es la taqui-meca. 
Rosa—Meca nada mas, caballero. . . . 


Fausto—jCaramba, pues es una “‘meca”’ como para sentirse Ma- 
homa! !* 


Cons. también Gorbea, Los amos de Curtidores, ed. cit., pag. 52. 
taxi = taximetro. 
Hace afios, hacia el afio 1916, hemos ofdo tart; hoy se ha ge- 
neralizado taxi. Cons. Fernandez de Sevilla y Carrefio, La ley 
seca, ed. cit., pag. 42. 
tele = telegrama; Telefonica; y gteléfono?. 
“Catto—En el coraz6n de Piluchita. Leer tu tele y pardrsele a 
ella las vélvulas fué todo uno. . . .” 
“« Sefid Manuela—Oye: a ver si ti sabes lo que le pasa a la chica, 
que no quié ir hoy a la Tele.” 
Aqui Tele es la Compafiia Telefénica de Madrid. 
Sospechamos que también se diga tele por teléfono, aunque no 
lo hemos ofdo. 
tranii = tranvia. 
Véase bici. 
tupt = tupinamba. 
Vocablo andaluz que quiere decir establecimiento en donde 
se sirven bebidas y bocadillos, muy en especial café; especie, pues, 
de colmado o tasca. 


Sefid Agustina—Lo digo porque si hoy no se trabaja mds que medio 
dia y lo echamos en tertulia, servidora quita este negocio y 
pone un tupi.... 7” # 


El Canelo—Podriamos reunir los cuarenta céntimos de usté y la 
perra falsa con los treinta mfos, y marchamos al “tupi” de 
el Cigiiefio y tomamos una raja de bacalo. .. . ” 


17 Antonio M. Viérgol y Rafael Calleja (musica), Las bribonas, acto I, cuadro 
1°, esc. vi; estr. 10 junio 1908; ed., Madrid, 1911, paég. 23. Otra vez en la pag. 50. 

18 Enrique Reoyo y José Ramos Martin, Los que tenemos cincuenta aiios, 
estr. 28 febrero 1930, El teatro moderno, nim. 240, pag. 29. 

19 Linares Rivas, Lo pasado, o concluido o guardado, estr. 21 abril 1922, El 
teatro moderno, nim. 220, pag. 33. 

20 Fernandez de Sevilla y Carrefio, Paca la telefonista, ed. cit., pag. 57. 

*! Fernandez de Sevilla, Seis meses y un dia, acto III, ed. cit., padgs. 58-59. 

*2 Baroja, El horroroso crimen de Pefiaranda del Campo (1926), ed. La novela 
mundial, nam. 31, pag. 56. 
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verbe = verbena. 
“Senor Tomds—jCalle usté, que me ha armao una perra en 
plena verbe de las de aglomeraci6n!”’ * 


De esta lista, corta por exigencias del tiempo y del espacio, se 
desprende que la tendencia es hacer disflabos a los polisflabos, 
reteniéndose siempre el género, aunque no la acentuacién en algunos 
casos. La causa de este fenoméno morfolégico no hay que buscarlo 
en la posicién proclitica o enclftica de las palabras, como con don, 
san, etc.“ La verdadera raz6n es muy moderna y se debe a la 
influencia analégica de vocablos como automévil, cinematégrafo, 
taxtmetro, cuya apécope a auto, cine, taxi es facil, rdpida y hasta 
cémoda. Su divulgacién y arraigo parece ser mds grande a medida 
que avanzamos en el siglo que corre. Su vigorosidad no se remonta 
a mas alld de 1920 y es curioso notar que no ocurre en obras del mismo 
género de fines del siglo pasado y principios del presente,™ siendo 
sacris uno de los ejemplos més tempranos (1908). 

Un aspecto de esta tendencia moderna del apécope es su uso 
abusivo en los nombres propios. Sabido* es que Trinidad, Pa- 
trocinio, etc., etc. nos dan Trini, Patro. Por los siguientes ejemplos 
se columbra el exceso estrafalario de lo que es capaz este recorte de 
sflabas en el nombre de pila. 


Demetrio— . . . {Cémo le has llamado a éste joven? 
Rafael—Reve. 


Dem.—({Y ese nombre es cristiano? 


Rafael—Si, hombre. Contraccién de Reveriano; como Yuli, de Ju- 
lia, y Rafa, de Rafael... . 


Dem.—jMe entusiasma esta modernidad! jQué ‘“‘chic”’ en todos los 
detalles! 


*3 Fernandez de Sevilla, Seis meses y un dia, ed. cit., pag. 46. 

*4Cons. Menéndez Pidal, Manual de gramdtica histérica espafiola, 5a. ed., 
3a. tirada, Madrid, 1934, pégs. 66, nota 2; 67-68; 138-141; 183-184; ibid., Cantar 
de mio Cid, Madrid, 1908, 158-160; Hanssen, Spanische Grammatik, Halle, 1910, 
pag. 31-32; Bello y Cuervo, Gramdtica, Paris, 1921, 39-42. 

* Nada hemos hallado en las siguientes comedias que por ser conocidfsimas 
no mencionamos el autor: La Gran Via (1886), Chateau Margaux (1887), La hijas 
del Zebedeo (1889), La verbena de la Paloma (1894), Gigantes y Cabezudos (1898), 
La cara de Dios (1899), El bateo (1901), Ensefianza libre (1901), Doloretes (1901), 
San Juan de Luz (1902), Gazpacho andaluz (1902), El pufiao de rosas, El terrible 
Pérez (1903), El pobre Valbuena (1904), La gatita blanca (1905), El pollo Tejada 
(1906), La noche de Reyes (1906), Alma de Dios (1907), La carne flaca (1908), 
El método Gérritz (1909), La corte de Faraén (1910), Gente menuda (1911), El 
fresco de Goya (1912). 

26 Cejador, Cabos sueltos, Madrid, 1907, pag. 552. 
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Rafael—;Verdad que si? Los nombres largos ya no se llevan. 

Dem.—(jT4 oyes, Fulgencia? {Qué hacemos nosotros? 

Fulgencia—No pretenderds que nos bauticemos de nuevo, Demetrio. 

Reve-—No hay necesidad, sefiora. De Fulgencia podemos hacer 
Fulgen, o Ful... . 

Dem.—jCaramba! No est&é mal. Pero a mi no van ustedes a 
llamarme Deme. 

Yuli.—Podemos llamarle Trio.” 


Nazaria—Hay que ver lo q’ achican los nombres tos los d’esta casa. 
Bonia por Escribonia, Ino por Genuino y Sién por Compasién. 

Rémula—Tien ese visio. Yocuando “entruve” aqui a servi, ya va pa 
un “sinquernio,” tuve que darles un parén y poné una cuarta e 
jeta, porque también a mf me lo quisieron de achicd. 

Nazaria—jPa chasco! jLes paresié largo Rémula? jPues, hija,! 
ZY cémo te llamaban? jRomu? 

Rémula—Lo otro: Mula.”* 


Jimena—Bueno: cdllate ya, Toribia. 

Tots—(Enfadada). iTambién usted? 

Jim.—Pero jes que tengo yo culpa que te pusiesen ese nombre de 
pila? 

Tot6—Pero jporqué me lo pusieron? Porque se aprovecharon de 
que no podfa hablar, que si puedo no son cosas las que le 
digo a mi familia y al cura. 

Jim.—Bueno, hija, bueno; te lamaré Toté, como tt quieres. 

Toté—Es mds bonito y suena mejor. . . . Ya sé yo que no hay santa 
Toté, pero tampoco hay santa Ninf ni santa Luld; y una 
amiga mia que se llama Cristeta se hace llamar Criscris, y lo 


demds, como si no lo tuviera; hay que buscarse nombres 
modernos.” 


Felipa—Ese sefiorito Gonzalo no tie enmienda. Yo no he visto un 
retaco mds bebedor, mujeriego y juerguista que ese chisga- 
rabis; y fijese de qué puntos se rodea. Este el sefiorito Pepe 
Fuentes, Pepe Fu, que le dicen.” 


27 Francisco Serrano Anguita, T'u vida no me importa, estr. 1 septiembre 1934, 
La farsa, nim. 373, pdgs. 16-17. 


*8 Pedro Miifioz Seca, El gran ciudadano, estr. 13 marzo 1935, La farsa, nim. 
423, pag. 42. 


*® Antonio Paso y Enrique F. Gutiérrez-Roig, Tabaco y Cerillas, estr. 29 
noviembre 1935, La farsa, nim. 434, pags. 7-8. 
* Arniches, La tragedia del Pelele, estr. 9 abril 1935, La farsa, nim. 407, pag. 8. 
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Setié Juan (Mirando hacia la derecha).—La hermana Con. 


Madre Petronila—Consuelo, hombre, Consuelo. jQué afdn de 
abreviar los nombres! *# 


De entre las muchas contracciones que hemos hallado, hay algunas 
bastante raras, como Maravi por Maravillas.” 


ZELMIRA BIAGGI 


F. SANcHEZ y EscriBANO 
Connecticut College 


*! Luis Ferndndez de Sevilla, La casa del olvido, estr. 2 abril 1935, La farsa, 
nim. 401, pag. 12. 

2 Luis Manzano Mancebo, Tui y yo, solos, estr. 8 febrero 1935, La farsa, 
nim. 397, pag. 16. 





SUBSTANTIVE ADDRESS USED BETWEEN DON QUIJOTE 
AND SANCHO PANZA 


I. Don QuisoTe’s ApprREss OF SANCHO PANZA 


ERVANTES’ sensitive and sure intuition, his masterly skill 
in suiting the word to the thought or emotion and his rich- 
ness of vocabulary come out strikingly in Don Quijote’s address 
of Sancho Panza. Almost a hundred vocative words and phrases 
are used, a list of which, with their frequencies, is appended to 
this study. If to these were added the epithets in other positions, 
the list would be greatly extended. This study is, however, limited 
to direct address. 

This vocative richness first appears notably in Chapter Fifteen 
of Part One,’ ‘‘la desgraciada aventura que se top6 Don Quijote 
en topar con unos desalmados yangiieses.’’ In the brief passage 
eight forms of substantive address are used by Don Quijote: San- 
cho (three times), amigo Sancho (twice), Sancho amigo, Sancho 
hermano, Sancho Panza (twice), pecador, hermano Panza, Panza 
and Panza amigo. 

As is to be expected, the most commonly recurring address 
throughout the book is the simple, natural Sancho, accounting for 
more than half the vocatives. It is noteworthy that in moments 
of affability, earnestness or elevated sentiment, the direct address 
is interspersed frequently.? Generally speaking, whenever the 
Christian name is used, either alone or modified, extreme vitupera- 
tion is not present, although some exceptions are to be found, as 
Sancho maldito* and Sanchuelo.* A very expressive repetition of 
the name occurs in the passage describing the search of knight 
and squire for the alcdzar of Dulcinea in the midnight blackness 
of El Toboso. Sancho, plunged into a blind alley by his decep- 
tion, confesses that his view of the lady and the reply brought 
from her were ‘‘de oidas.’’ ‘‘Sancho, Sancho,’’ replies Don Qui- 


111, 13-21. All citations of El ingenioso hidalgo Don Quijote de la 
Mancha in this article refer to Francisco Rodriguez Marin’s Clasicos castellanos 
edition, Madrid, 1922. The Roman numerals indicate volume, the Arabic, page. 

2 Note, for example, V, 55-57; VI, 47, 194; VII, 76; ibid., 98-99. 

8 VI, 312. 

4III, 310. 
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jote, ‘‘tiempos hay de burlar y tiempos donde caen y parecen mal 
las burlas.’’® 

The name is frequently combined with amigo: Sancho amigo, 
occurring thirty times; amigo Sancho, eight; jOh Sancho amigo!, 
once; amigo alone, seventeen times. A particularly beautiful ex- 
ample is in the narrative of the events that occurred in the inn 
attic, when Don Quijote, recovering consciousness after the mule- 
teer’s rude manhandling, calls to Sancho in phrases whose grace- 
ful curve of perfect symmetry is inimitable: ‘‘ Sancho amigo, iduer- 
mes? iDuermes, amigo Sancho?’’® 

The variants formed with hermano and the name—Sancho 
hermano, hermano Sancho, hermano Panza, hermano Sancho Panza 
—are met with in seven passages. The condescending hermano, 
unmodified, is employed only once: in the aftermath of the fulling 
mills episode,’ where its tone is distinetly scornful. 

On the address hijo, also, Cervantes rings the changes: hijo 
Sancho, hijo, Sancho hijo, hijo mio, jOh hijo! and hijo de mis 
entranas. In this array of variations, arranged in the order of 
the first appearance of each in the work, it may not be too imagina- 
tive to see a crescendo of affection and devotion. Certainly the 
first instance and the last are different in tone. The first is after 
Sancho’s manteamiento, when Don Quijote calls to him: ‘‘ Hijo 
Sancho, no bebas agua; hijo, no lo bebas, que te matara.’’* The 
final one is when Don Quijote, seeing Altisidora resuscitated by 
the marvelous power residing in Sancho, falls on his knees before 
the squire, pleading: ‘‘Agora es tiempo, hijo de mis entraiias, no 
que escudero mio, que te des algunos de los azotes que estas obli- 
gado a dar por el desencanto de Dulcinea.’’® 

An interesting collection of attributive adjectives appended to 
the name is found in the narration of the Cortes de la muerte in- 
cident, an unchivalrie adventure little to the liking of Don Qui- 
jote. His relief at the squire’s decision not to avenge the insult 
to his rucio finds vent in the appellations Sancho bueno, Sancho 
discreto, Sancho cristiano y Sancho sincero.° Don Quijote’s grati- 
tude at the squire’s consent to give himself the three thousand 
three hundred lashes required for Dulcinea’s disenchantment ex- 

5 V, 169, 

6II, 49. 

7II, 164, 

8 II, 67. 

® VIII, 259, 

10 V, 213. 
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presses itself in the words jOh Sancho bendito! jOh Sancho 
amable! ™* 

Voecatives introduced by Oh are used in passages of earnest 
admonition, elevated sentiment, deep emotional content and some- 
times in rhetorical style. Examples of the first type are jOh hijo! 
used twice, and j;Oh Sancho! used three times, in Don Quijote’s 
instructions to Sancho preparatory to the governorship of Bara- 
taria.** Passages of elevated sentiment in which jOh Sancho! oc- 
curs are the one in which Don Quijote explains the mysterious 
power of the enchanted bark ** and the one setting forth his resolu- 
tion to lead the pastoral life.** An example of a passage of deep 
emotion is referred to in the last sentence of the preceding para- 
graph. The use in rhetorical style may be illustrated by the 
knight’s soliloquy over the sleeping Sancho, with the address jOh 
tui bienaventurado sobre cuantos viven sobre la haz de la tierra! ** 
Other such forms are: jOh Sancho amigo!, jOh amigo!, jOh alma 
endurecida!, jOh tui escudero mio!, jOh escudero sin piedad!, jOh 
hombre que tiene mds de bestia que de persona!*" It is interest- 
ing to observe that, with one exception, all these vocatives intro- 
duced by Ok occur in Part Two. This may indicate a deeper and 
more serious emotional content than that of Part One. 

Of vituperative epithets Don Quijote has a rich and varied 
repertory drawn from the mass of abusive terms in common use, 
from the vocabulary of his books of chivalry and from his own 
conception and interpretation of knight-errantry. He upbraids 
Sancho volubly and forcefully for shortcomings of character un- 
fitting him for the career of chivalry, for failure to understand and 
reverence the ideals of the profession and for lack of due respect 
and loyalty to his master. 

Don Quijote often reproaches Sancho with his lowly birth and 
humble estate. It does not seem to accord with the democratic 
spirit of his chivalric ideal or with his definition of vulgo** to 
hurl at his squire such defamatory epithets as villano, villano ruin, 
don villano harto de ajos, gaidn, ladrén, ladrén vagamundo; nor 

11 VIII, 283. 

12Tn all there are twelve cases of ;Oh Sancho! 

18 VII, 98-115. 

14 VI, 207. 

15 VIII, 224. 

16 VI, 27. 

17 II, 151-152; VI, 214; VIII, 237; ibid., VI, 202. 

18s V, 293. 
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does it appear to be in harmony with the comradeship existing 
between the two. However, the knight’s professed principles 
and his practice are often at variance, as, for example, in the re- 
buzno episode when, after eloquently abjuring vengeance, he offers 
to avenge the insult to Sancho’s donkey. 

Sancho’s ignorance, his rough treatment of the Castilian lan- 
guage and his propensity to speak in homely proverbs provoke his 
master to the use of such epithets as ignorante, bestia, mentecato, 
prevaricador del buen lenguaje and the sweeping condemnation: 
‘*Dime, animal, iqué sabes ti de clavos ni de rodajas ni de otra 
cosa ninguna?’’ +” 

Sancho’s cowardice, according to Don Quijote’s standard, is 
often the occasion for abusive epithets. His weeping terror on 
entering the enchanted bark, which was to lead to some splendid 
adventure, qualifies him as cobarde criatura, corazéin de mante- 
quillas, dnimo de ratén casero, menesteroso en la mitad de las en- 
tratias de la abundancia.”” With the unsavoury names ladrén, 
desalmada y cobarde criatura, animal descorazonado, Don Qui- 
jote rebukes Sancho for his unwillingness to mount Clavilefio and 
assist in ending the penance of the bearded duennas. 

Don Quijote censures Sancho for gluttony—calling him glotén 
—once only, thus supporting the squire’s contention that Avellaneda 
treated him unjustly in representing him as gluttonous and bibu- 
lous. Perhaps the one rather bitter reproof was due to the rude 
contrast between the knight’s high-flown but poignant monologue 
over the sleeping Sancho and the latter’s very prosaic interest in 
the torreznos asados of Camacho’s wedding feast.”” 

It is interesting to observe how frequently the knight accuses 
his squire of sin and heresy, for to him chivalry is religion— 
‘*.. . religién es la caballeria,’’ ** he says,—and Dulcinea is sacred. 
Voeatives which show this tone clearly are: pecador, pecador de ti, 
hereje, blasfemo, bellaco descomulgado and traidor blasfemo. 

Even more violent language occurs in connection with the Mico- 
micona episode, Don Quijote’s first really orthodox knightly ad- 
venture, with a usurping giant to be overcome and a distressed 
princess to be restored to her royal rights. Sancho’s blasphemous 
comparison of her with Dulcinea is condemned with the epithets 
19 VI, 18. 

20 VI, 209. 
21 VII, 78-79. 
22 VI, 27-29. 
23 V, 160. 
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gatién, faquin, belitre, socarrén de lengua viperina, hideputa be- 
llaco.** His grossly expressed slurs on the conduct of the princess 
eall forth the harsh terms bellaco ruin, mal mirado, descompuesto, 
ignorante, infacundo, deslenguado, atrevido, murmurador, maldt- 
ciente, monstruo de la naturaleza, depositario de mentiras, almario 
de embustes, silo de bellaquerias, inventor de maldades, publicador 
de sandeces, enemigo del decoro que se debe a las reales personas.** 

On many other occasions Sancho is rebuked for failure in the 
knowledge, understanding and interpretation of Don Quijote’s 
chivalry. His master calls him majadero when he falls in with 
the priest’s condemnation of the galley slave release ;** loco when 
he affirms that the slain giants are wine-skins;?" mentecato when 
he implies that Dulcinea’s palace is in a callején sin salida *—a 
charmingly subtle pun. The insistence at various times upon a 
fixed salary classifies him as prevaricador de las ordenanzas de la 
andante caballeria, malandrin, follén, vestiglo, hombre que tiene 
mds de bestia que de persona; and his indiscreet request that the 
duenna Rodriguez stable his donkey causes him to be addressed as 
truhén moderno y majadero antiguo, angustiado de ti, pecador 
de tt.”* 

Although Don Quijote’s ire is most often aroused by Sancho’s 
inadequacy for knight-errantry, at times the cause seems to be the 
feeling of a lack of respect or personal loyalty on the part of the 
squire. The fulling-mills episode is a case in point, with that 
delightful epithet sefior alegre and Don Quijote’s stern lecture on 
the proper relations between knight and squire.*® Again, when 
Sancho suggests that his master may be mistaken in taking a bar- 
ber’s basin for Mambrino’s helmet and for the third time im- 
prudently refers to the batanes, the wrathful reply is: ‘‘iCémo me 
puedo engafiar, traidor escrupuloso?’’** In the Micomicén inci- 
dent, referred to above,*? the same note is evident in traidor blas- 
femo. Again, in the prelude to the adventure with the lions, the 
unfortunate Sancho’s hasty placing of the curds in Don Quijote’s 
helmet brings into question his respect and loyalty to his master, 

24 ITI, 120. 

25 IV, 200. 

26 III, 105. 

27 ITI, 304. 

28 'V, 167. 

29 VI, 241. 

30 II, 152. 

si IT, 164. 

82 Supra, p. 6. 
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who calls him traidor, bergante y mal mirado escudero** The 
final and supreme act of treachery, from Don Quijote’s point of 
view, occurs when he resolves to cut the Gordian knot and himself 
administer the lashes that are to free the peerless Dulcinea from 
the evil spell of enchantment. Sancho dominates him physically 
and spiritually and he can only exclaim with sorrowful anger: 
‘**;Cémo, traidor? jcontra tu amo y sefior natural te desmandas? 
éCon quien te da su pan te atreves? ’’ ** 

In the list of appellations appended, it may be fairly inferred, 
from the relative frequencies, which are those that were in common 
use and which represent the individual style of Don Quijote. 
Despite the rich abundance of invective applied by Don Quijote 
to Sancho, friendly and affectionate forms of address far exceed 
vituperative ones, if not in actual number, certainly in frequency 
of occurrence. In consonance with the knight’s choleric temper, 
heightened by madness, abusive terms come forth in veritable 
streams, after which his fury subsides and sometimes he even asks 
forgiveness. 

Perhaps the most significant and striking vocative of the 
whole book is the last one. Sancho devotedly offers to take upon 
himself the blame for the defeat which he supposes to be the cause 
of his master’s grief and endeavors to arouse hope of future vic- 
tories, Sansén Carrasco approving and seconding the suggestion. 
Don Quijote replies: ‘‘Sefores, vamonos poco a poco, pues ya en 
los nidos de antafio no hay pajaros hogafio.’’** Now fully recov- 
ered from his chivalric madness, the hidalgo meets his peasant 


neighbor and former squire on a footing of equality and with ex- 
quisite courtesy. 


II. SancHo Panza’s ApprEss or Don QuiJOTE 


Sancho Panza’s address of Don Quijote, while by no means 
comparable in variety and richness to his master’s address of him, 
nevertheless offers some interesting and subtle shadings. Sancho’s 
first recorded speech after entering upon the career of knight er- 
rantry is as follows: ‘‘Mire vuestra merced, sefior caballero an- 
dante, que no se le olvide lo que de la insula me tiene prometido, 
que yo la sabré gobernar, por grande que sea.’’** Just as it is 
significant that the neophyte squire’s initial observation should 
88 V, 302. 

34 VITI, 100. 
85 VIII, 328. 
367, 185. 
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refer to the promised reward of his services and express his con- 
fidence in his gubernatorial gifts, no less significant is it that at 
this point Don Quijote is for him simply the knight errant from 
whom he expects riches and power. But as the relations of knight 
and squire become more cordial and personal, the address becomes 
senior, sefior mio, senor don Quijote, sefior don Quijote mito, sefior 
y amo mio, seiior mio de mi alma, sefior mio de mi dnima and other 
variations. The most frequent forms are the simple, natural 
seflor occurring seventy-seven times, and sefior mio, thirty-four 
times. 

One of Sancho’s favorite appellations for his master is sefior 
Caballero de la Triste Figura. He seems to have been rather proud 
of that splendid-sounding title, originated by him and accepted 
respectfully by his master as having been suggested through magic 
art.*7 He was inclined to use it in moments of expansion, confi- 
dence or dominance,** as when he attacked the goatherd with such 
gusto because he was a commoner like himself, or when he solved 
the mystery of Dulcinea’s identity and approved the choice, or 
when he took his master firmly to task for his fantastic idea about 
the barber’s basin. On one occasion, however, Sancho becomes 
so confused and disconcerted as to stumble in uttering this name 
of his own invention. When the genteel, charming and orthodox 
princess Micomicona appears to be an ordinary woman called 
Dorotea and the giant killed in her defense a wine-skin, for which 
there is to be a financial reckoning, Sancho, sad and afflicted, calls 
his master sefior Triste Figura.** His disappointment in the In- 
fanta Micomicona brings out also one of those expressive repeti- 
tions of the vocative form, referred to above in the section on Don 
Quijote’s address.*° ‘‘j; Ay sefor, sefior,’’ he says with a sad shake 
of the head, ‘‘y eémo hay mas en el aldegiiela que se suena. ... !’’ ** 

Sancho’s most abundant, varied and flowery vocatives occur in 
apostrophe, of which there are three instances. The first is found 
near the end of Part One. Supposing Don Quijote to have been 
killed by the disciplinantes in his attempt to rescue the captive 
Mater dolorosa, Sancho throws himself upon the prostrate form, 
weeping and addressing him as jOh flor de la caballeria! jOh 
honra de tu linaje, honor y gloria de toda la Mancha y ain de 

st II, 115. 

88 II, 279, 292, 298, 308. 

89 ITI, 303. 
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todo el mundo! Oh liberal sobre todos los Alejandros! Oh 
humilde con los soberbios y arrogante con los humildes, acometedor 
de peligros, sufridor de afrentas, enamorado sin causa, imitador de 
los buenos, azote de los malos, enemigo de los ruines, en fin caballero 
andante! ** Not in vain has Sancho been understudying Don Qui- 
jote in style and vocabulary, though his love of rotund phrases 
leads him to commend his master for the doubtful virtue of being 
‘‘arrogante con los humildes.”’ 

The second case of apostrophe occurs in the episode of the Cave 
of Montesinos. Sancho, failing to dissuade the knight from the 
perilous undertaking, gives him his blessing, makes the sign of the 
cross over him a thousand times and addresses him as flor, nata y 
espuma de los caballeros andantes, valentén del mundo, corazén 
de acero and brazos de bronce.** The very Sanchesque addition 
of espuma to flor and nata is perhaps a reminiscence of Camacho’s 
wedding feast, just over, where Sancho devoured an espuma con- 
sisting of three hens and two geese,** and is therefore as hearty a 
term of adulation as he could have conceived. On a later occasion 
when Don Quijote is about to enter the lists against the lackey 
Tosilos in defense of the honor of Donia Rodriguez’ daughter, 
Sancho apostrophizes him as nata y flor de los andantes caballeros.** 

There are other interesting vocatives in the Cave of Montesinos 
episode. After the adventure is over and while Don Quijote is 
relating the incredible story of his experiences, Sancho, knowing 
the truth of Dulcinea’s enchantment, impatiently upbraids his 
caro patrén mio.*® Though not sounding entirely plausible on the 
lips of Sancho Panza, the phrase gives a definite flavor of super- 
cilious irony. As Don Quijote’s story of his adventures in the 
Cave proceeds to the ultimate limit of absurdity, Sancho’s irony 
gives place to distressed reproach and earnest admonition. It is 
interesting to observe how the réles are reversed at this point and 
Sancho speaks in the style and spirit of his master: ‘‘jOh sefior, 
sefior, por quien Dios es que vuestra merced mire por si y vuelva 
por su honra!’’*? 

There is one form of address which Sancho seems to reserve for 
sarcastic effects: sefior nuestro amo or senor nuestramo. It is 
42 IV, 319. 
43 VI, 84, 
44 Ibid., 34. 
45 VIII, 28. 
46 VI, 107. 
47 Tbid., 113. 
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noteworthy that all cases of its use occur in Part Two toward the 
end of the chivalric career of knight and squire, as Sancho becomes 
increasingly aware of his own importance and less in awe of Don 
Quijote. The first instance is after the rebuzno incident, Sancho 
not hesitating to reproach the knight bitterly for having deserted 
him in his distress.** The second appears in the passage setting 
forth Don Quijote’s admonitions to the future governor of Bara- 
taria. To his master’s despairing condemnation of his prodigal 
use of proverbs, the prospective ruler replies in sarcastic strain.*® 
Another, in a passage on the same subject, clearly expresses good- 
natured irony. When Don Quijote explains the elegance of San- 
cho’s eulogy on sleep by the proverb ‘‘No con quien naces sino con 
quien paces,’’ the squire comments shrewdly on the inconsistency 
of his master’s use of the homely proverbs which he has so often 
condemned.*® The next, not so clearly a case of irony, is used on 
the occasion of the encounter with the sacred images on the road, 
when Sancho comments on the fact that they have come out of 
this adventure without any of the usual vicissitudes of adverse 
fortune.** The final instance is contained in Sancho’s reproof of 
Don Quijote for having made himself ridiculous by trying to dance 


at the sarao at Don Antonio Moreno’s home in Barcelona: ‘‘j Nora 
en tal, seior nuestro amo, lo habéis bailado!’’** The tone of this 
speech is very like that of many of Don Quijote’s utterances when 
taking Sancho to task for some delinquency or overstepping. It is 
excellent parody of, for instance, the knight’s indignant reproof in 
the rebuzno episode: ‘‘;Tan en mala hora supisteis vos rebuznar, 
Sancho!’’ ** 


In the use of vituperative terms of address there is, as is to be 
expected, a wide difference between knight and squire. In con- 
trast with Don Quijote’s frequent and violent abuse of Sancho, the 
latter breaks forth only once. It is on the occasion already al- 
luded to,°* when Don Quijote resolves to administer the scourging 
necessary for Dulcinea’s disenchantment. It marks the culmina- 
tion of the long road that Sancho has traveled from ‘‘hombre de 
bien . . . pero con muy poca sal en la mollera’’ to governor, vol- 

48 [bid., 196. 

49 VII, 118-119. 


50 VIII, 238-239. 

51 VIII, 53. Another case, definitely not ironical, is found in VI, 248. 
52 VIII, 144. 

58 VI, 194. 
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untary ex-governor, entertainer and friend of the highest nobility, 
eclipsing his master in popularity and holding in his hand Don 
Quijote’s fortune and happiness. To his master’s deeply wounded 
questions ‘‘iCémo, traidor? Contra tu amo y sefor natural te 
desmandas? Con quien te da su pan te atreves?’’ Sancho re- 
plies with triumphant and firm self-sufficience : 


“Ni quito rey ni pongo rey, sino ayidome a mi, que soy mi sefior. 
Vuesa merced me prometa que se estaré quedo y no trataré de azotarme 
por ahora; que yo le dejaré libre y desembarazado; donde no, 


Aqui moriras, traidor, 
enemigo de dota Sancha.” *5 


Even in this one instance Sancho’s abusive language is spoken 
through the veil of quotation and is therefore not comparable to 
Don Quijote’s use of like terms. 


VocaTIVE Forms Usep By Don Quijore To SANCHO PANZA 


I. Forms with amigo 
Frequencies 


;Oh amigo! 

amigo Sancho 
amigo Sancho Panza 
; Ah Sancho amigo! 
; Oh Sancho amigo! 
Panza amigo 
Sancho amigo 


hijo mio 

hijo de mis entrafias, no que eseudero mio 
hijo Sancho 

; Oh hijo! 

Sancho hijo 


55 VIII, 101. 
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IV. Other forms with the proper name 


Sancho 
Sancho, Sancho 
Sancho bueno 


;Oh Sancho! 

;}Oh Sancho amable! 
; Oh Sancho bendito! 
Sancho Panza 


V. Vituperative forms 


almario de embustes 
animal 


angustiado de ti 
4nimo de ratén casero 
atrevido 

belitre 

bellaco descomulgado 
bellaco ruin 


eorazén de mantequillas 
depositario de mentiras 
desalmada y cobarde criatura 
descompuesto 

deslenguado 

don villano 

don villano harto de ajos 
enemigo del decoro que se debe a las reales personas ... 
faquin 

follén 

gaflan 

glotén 

hereje 

hideputa bellaco 

ignorante 

infacundo 
































DON QUIJOTE AND SANCHO PANZA 


ee ee ee eee ee ee ee | 
ee 


ee ee 


Ns i655 dono 00 ce cnacnecieene edubbedd dite es cs 
mal mirado 









SE. oc. pv'bad Wh cedika babedessceeees eee eeeeate de 
IID 6 9's eter nee dae ccncecdedesces MER 1 


menesteroso en la mitad de las entrafias de la abundancia 1 
mentecato 


ee 


re ee 


murmurador 





ee 


a ee 2S eee 1 
jOh escudero sin piedad! ..........cccccsecccesccsces 1 
; Oh hombre que tiene mds de bestia que de persona! .... 1 
DONE 6a 604.066 66 666456 ckdKe db sdadiveeds cobadesece 1 
OCTET DE 66. o.odc dd vcddndsddddédcicccsonsccessoves 1 
prevaricador de las ordenanzas de la andante caballeria.. 1 
prevaricador del buen lenguaje ................eeceees 1 
SE GW GUUEED Fh dose isos ecccliccecctvowenses 1 
PT EE bee evidurdipdedescécdccrcccccvleence¥Oss 1 
GP GD WEI ras aS cca ees che vecccssebscucioces 1 
socarrén de lengua viperima ............0.seeeeeeecees 1 
traidor 


eee eee eee eee eee eee ee ee | 


eee ee eee ee ee ee 


traidor querupebese 2... cscs ccssessccccscccccscccscces 


truhin moderno y majadero antiguo .................. 1 
vestiglo 






ee ee ee ee) 
ee ee ee ee) 


ee ee | 













VI. Miscellaneous forms not vituperative 


agradable compafiero en mis présperos y adversos sucesos 1 
GROWERS Tek F WOE onc cece ccc ccccctcvsscccoceecceess 1 
;Oh t& bienaventurado sobre cuantos viven sobre la haz 

de la tierra! 


eee eee eee ee ee ee ee ee 


ee ee 


VocaTivE Forms Usep spy SANcHo PANzA TO DON QUIJOTE 





I, Forms with the proper name 


Se Ge I rire nc Bib bbws vee e¥ ec vou sccecdcces 5 
sefior don Quijote ; Ah sefior don Quijote! ............. 1 
ED CIE OEE Wo Sc haynes ce hseceseascsecccvecee 2 


mi sefior don Quijote 


ee ee ee ee ee | 





II. Other forms with sefior 


ee ee 


ee 


HISPANIC REVIEW 


; Ay sefior, sefior! 
} Oh sefior, sefior! 


sefior caballero andante 

sefior Caballero de la Triste Figura 
sefior Triste Figura 

sefior y amo mio 

sefior nuestramo 

sefior nuestro amo 

sefior de mi alma 

sefhor de mi Anima 


III. Forms used in apostrophe 


acometedor de peligros 

azote de los malos 

brazos de bronce 

eaballero andante 

corazon de acero 

enamorado sin causa 

enemigo de los ruines 

flor, nata y espuma de los caballeros andantes 

honor y gloria de toda la Mancha y adn de todo el mundo 1 
imitador de los buenos 

nata y flor de los andantes caballeros 

jOh flor de la caballeria! 

;Oh honra de tu linaje! 

;Oh humilde con los soberbios y arrogante con los hu- 


; Oh liberal sobre todos los Alejandros! 


sufridor de afrentas 
valentén del mundo 


IV. Vituperative forms 


‘fenemigo de dofia Sancha’’ 
**traidor’’ 


earo patrén mio 


HELEN Puirprps Houck 


Wellesley College 





VARIA 
LA FECHA DE LA FRANCESILLA 


La fecha de La francesilla es de tamafia importancia para el estudio del 
teatro de Lope de Vega, pues ella marca, segin Lope, la entrada del 
“‘gracioso”’ en su teatro. Cuando él la publicé en 1620! y la dedicé a 
Montalban, dijo entre otras razones: “‘. . . repare de paso en que fué la 
primera (comedia) en que se introdujo la figura del donaire, que desde 
entonces dié tanta ocasién a las presentes. Hizola Rios, inico en todas y 
digno de esta memoria. Vuesa merced la lea por nueva, pues cuando yo la 
escribi no habia nacido.””? Con esta declaracién Lope inmortalizé su 
comedia, por lo menos entre los criticos que han citado estas lfneas incan- 
sablemente para afirmar o desmentir la veracidad de su aserto. 

Pero, por muy curioso que parezca, nadie se preocupaba de fijar con 
certeza la fecha sobre la cual se basaba la discusién. Ticknor * y Wurz- 
bach ‘ aceptan sencillamente la declaracién de Lope y se conforman con 
referir la comedia a una fecha anterior a 1602 (afio en que Montalban 
nacié). Rennert se expresa en términos igualmente vagos. Dice que el 


drama fué escrito antes de 1602 y probablemente aun antes de que 
finalizara el siglo XVI. Américo Castro no dilucida el problema en su 
traduccién y refundicién de Rennert.* Cotarelo conjetura que “debe ser 
de las mds antiguas obras de Lope.” ’ Tal es el tenor de la critica erudita, 
por citar solamente las opiniones mds autorizadas. 


1 Trecena parte de las comedias de Lope de Vega Carpio, procurador fiscal de 
la Caémara Apostélica en el arzobispado de Toledo, dirigidas, cada una de por st, a 
diferentes personas, afio de 1620. Con privilegio en Madrid. 

2 Acad. N., V, 665 b. 

* History, etc., Boston, 1863, Vol. II, pp. 264-5: “‘He first introduced it (the 
gracioso) into the Francesilla, where the oldest of the tribe, under the name of 
Tristén, was represented by Rios, a famous actor of his time, and produced a 
great effect; an event which, Lope tells us, in the dedication of the drama itself, 
in 1620, to his friend Montalvan, occurred before that friend was born, and there- 
fore before the year 1602.” 

* Lope de Vega und seine Komédien, Leipzig, 1899, p. 90. “Lope sagt in der 
Dedikation seiner Komédie La francesilla an Juan Pérez de Montalban, dass er 
diese Figur in diesem Stiicke zuerst angewandt habe; die erste Auffiirung dieser 
Komédie fallt, wie aus der Dedikation selbst hervorgeht, vor das Jahr 1602.” 

* Bibliography, etc., en Revue Hispanique, 1915, XX XIII, 130: “This play, 
as he tells us in the dedication, was written before 1602, and perhaps even before 
the end of the XVI century. . . .” 

* Vida, ete., Madrid, 1919, p. 376, n. 1: “No se conoce la fecha exacta de La 
francesilla; pero debe de ser de 1599, o anterior, puesto que el “racioso”’ aparece 
en El blasén de los Chaves, acabado en 20 de agosto de 1599. Cfr. también p. 481. 

7 Acad. N., V, Introd. xxix. 
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El Gnico intento de investigacién seria lo encontramos en Milton A. 
Buchanan. En 1917 Buchanan escribe: ‘This play in which the ‘gra- 
cioso’ appears for the first time according to Lope, was written in 1598. 
The date can easily be determined by allusions to events that occurred in 
that year.” * Algunos afios mds tarde * Buchanan duda de dicha fecha y 
expresa sus dudas con un signo de interrogacién junto a dicha fecha: 
(15987). Los criticos que han seguido a Buchanan  aceptan la fecha 
por él establecida sin titubeos de ninguna especie. 

En vista de tal incertidumbre, nosotros hemos estudiado el asunto 
nuevamente, y basdndonos en evidencia interna, hemos llegado a la con- 
clusién que La francesilla fué escrita a principios del verano del afio 1595. 
He aqui nuestras razones: Feliciano, protagonista de la comedia, sale de 
Madrid, desterrado por su padre, con intencién de pasar al Piamonte y 
hacer guerra bajo el mando del General Condestable." Este titular no 
era otro que don Juan Hernandez de Velasco, condestable de Castilla y 
duque de Frias, que gobernaba a la sazén el Estado de Mil4n. Cabrera 
de Cérdoba " nos suministra toda la informacién necesaria para identificar 
las guerras aludidas por Lope con las empresas del Condestable. Por 
mandato del Rey Felipe II, el Condestable envié a principios del afio 1595 
un ejército para asistir en sus guerras al duque de Saboya. Luego, el 22 
de febrero partié el Condestable en persona al mando de otro ejército 
destinado a la campafia de Borgofia; el iltimo del mismo mes fué recibido 
por el Duque de Saboya en su principado; dejé aquf parte de su gente y 


® Mod. Lang. Notes, May 1917, p. 305. 

® Chronology of Lope de Vega’s Plays, Toronto, 1922, p. 18. 

10 A. Hiimel, Studien zu Lope de Vegas Jugenddramen, etc., Halle, 1925. K. 
Vossler, Lope de Vega y su tiempo (trad. por R. de la Serna), Madrid, 1933, p. 333. 
Maria Heseler, Studien zur Figur des gracioso bei L. de V. und Vorgdngern, Hilde- 
sheim, 1933, p. 18. Nétese de paso esta traduccién errénea: “Als ich sie—die 
Komédie schrieb, war er—der gracioso—noch nicht geboren.” Cfr. esta cita en 
espafiol en la primera pagina de este articulo. 

uClavela. Y jdénde vais? 

Feliciano. A la guerra 
del General Condestable. 
(Acad. N., V, 675 b.) 
Teodoro. jVais al Piamonte? 
Feliciano. Allé voy. 
(Acad. N., V, 679 a.) 
Tristan. §4Dénde habemos de ir de aqui? 
Feliciano. A Saluces. 
i ZA Saluces? 
Pues bien, jde qué son las cruces? 
Pues, {vas al Piamonte? 
Feliciano. Si. 
(Acad. N., V, 674 b.) 

12 Historia de Felipe IT, Madrid, 1877, T. IV, libros VI y VII, cap. XVII y I 

respectivamente, que corresponden a los afios 1594 y 1595. 
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prosiguié su derrotero. Por eso, no es de extrafiarse que Feliciano diga en 
La francesilla que va a Saluces, ciudad del principado de Saboya a unirse 
al ejército del General Condestable. 

Hay otra prueba, atin mds convincente de que La francesilla fué 
escrita en el afio de 1595. Cuando Feliciano llega a Leén (Lyons) 
Teodoro le pide noticias de Espafia y él contesta: 


Nada (hay) allf 
que sea nuevo ni se escriba. 
Partié el Archiduque. 
TEODORO. El viva 
mil afios. 
FELICIANO. Dios lo haga ansf. 
TEODORO El Rey? 
FELICIANO. Bueno, Dios le guarde, 
con el sucesor divino, 
Aguila que emprende alarde 
contra el neblf sarracino 
y el azor de Asi cobarde.” 


La frase “‘Partiéd el Archiduque” y la informacién que Lope nos da 
sobre el rey y su sucesor son la llave del secreto de la fecha de La france- 
silla. La alusién al Archiduque se refiere a uno de los viajes del Archi- 
duque Alberto a los Paises Bajos. Uno de dichos viajes se efectué el 28 
de agosto de 1595," el otro el dia 7 de junio de 1599."* 3A cual de los dos 
viajes se refiere Lope? Indudablemente que al primero, pues de lo 
contrario, él no asociaria la partida del Archiduque con el sucesor del rey. 
Felipe II murié el 13 de septiembre de 1598, y Felipe III no tenfa ningtin 
sucesor en el 1599 a quien Lope pudiera referirse si el verso ‘ Partié el 
Archiduque”’ aludiera al segundo viaje de Alberto. 

Las circunstancias que rodean la primera partida del Archiduque 
Alberto en 1595 son eminentemente dramaticas, lo cual explica la alusién 
de Lope. Helas aqui recogidas por Cabrera de Cérdoba: ‘‘Ordené S. M. 
lo necesario para el viaje y seguridad del Archiduque, mas detuvo su 
ejecucién enfermedad que le apreté de manera que no poco se dudé de 
su vida, en el dia de San Segundo, 21 de mayo, en que nacié, que quiso 
comulgase Garcia de Loaysa, su capellén mayor, y fué a las cuatro de la 
mafiana porque dispuso habia de tomar un medicamento. Esta novedad 
alter6é la Corte de modo que fué necesario publicar la causa para que 
cesase la alteracién y lagrimas. 

Partié convalecido para San Lorenzo a pasar el estio, y despidié al 
Archiduque con poderes y facultades tan extendidas y tan grandes que 
ninguno las tuvo tales, por la superioridad del grado, alteza de la sangre, 


13 Acad. N., V, 679 a. 
4 Cfr. Charles Dubois, Histoire d’Albert et Isabelle, Bruxelles, s. f., p. 52, 
y M. Montpleinchamps, Histoire de l’ Archiduc Albert, etc., Bruxelles, 1850, p. 107. 


% Cfr. Dubois, op. cit., p. 66, y Adrien Champan, Abrégé historique du régne 
d’ Albert et Isabelle, Bruxelles, 1867, p. 59. 
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y mucha satisfaccién que tenfa de su religién, valor y prudencia y de la 
obediencia que le tuvo siempre.”’ 

La alusién hecha en La francesilla debié haber sido casi inmediata a 
este acontecimiento, pues como dice Lope, “‘ No hay en Espafia nada que 
sea nuevo ni se escriba.” ” Por lo tanto, podemos conjeturar con grandes 
muestras de probabilidad que esta comedia fué escrita a principios del 
verano del afio de 1595. 


J. H. Arjona 
Connecticut State College 


TWO NOTES ON THE PLAYS OF TORRES NAHARRO 
I, Wuo 1s THE CHARACTER OF DIVINA IN THE ComeEpIA Jacinta? 


AFTER an uncommonly seemly prologue, Torres Naharro introduces in 
turn three travelers, weary of life and its deceptions: they are Jacinto who 
complains at the ingratitude of the rich and powerful, Precioso who in- 
veighs against false friends, and Fenicio who deplores life’s vanities and 
proposes to enter the Church. They are met in turn by Pagano who bids 
them be of good cheer and counsels them to present themselves before his 
mistress, Divina, a lady of great virtue, nobility and beauty. As they 
proceed to the lady’s castle, they express their high admiration of women, 
attributing to them everything good in life. Divina receives them 


courteously and finally offers to accept Jacinto as a husband and the other 
two as brothers. 

The villancico which terminates this pleasing but uninspired enter- 
tainment is as follows: 


“Una tierra sola, Roma, 

Y un sefior y solo Dios, 

Y una dama sola, vos. 
Holgaba Dios aquel dia 
Quando a vos os hizo tal 
De tan precioso metal, 
Qu’el mundo no os merecia; 
Mayor bien ser no podia 
Que tener acd entre nos 
Una dama tal qual vos. 


16 Cabrera de Cérdoba, op. cil., pag. 149-150. 

17 Este es uno de los pocos preceptos que Lope seguia fielmente. Como él 
aluda a un suceso ocurrido en su época, es seguro que lo hace a ra{iz del tal aconte- 
cimiento. As{ podemos servirnos de dichas alusiones como de indicaciones 
infalibles de la fecha de composicién de muchas de sus piezas. Cfr. por ejemplo 
el caso de Al pasar del arroyo, en el articulo: A Manuscript Copy of the Lost Auto- 
graph of Lope de Vega’s Al pasar del arroyo, por W. L. Fichter, en Hispanic Review, 
1935, III, No. 3. . 
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Hizo os Dios tan gran sefiora 
Y en las damas tan sin par 
Que no debrian culpar 

A quien por tal os adora; 

Y asi los tiempos d’agora 

No se hallan tales dos: 

Ni otra Roma, ni otra vos.” ! 


The Jacinta may be dated among the earliest plays of Torres Naharro, 
that is, in 1514 or 1515, probably after the Comedia Trofea and before the 
Tinellaria. We know from the villancico that he wrote this entertainment 
to greet a lady named Divina, sefiora del Castillo, who with her maids-in- 
waiting was spending some time at Rome, and she might actually be 
compared with Rome itself as a paragon of beauty and virtue. 

It is probable that it was written to do homage to a noted visitor to 
Rome. During the winter of 1514-1515 the celebrated Isabella d’Este, 
“‘sefiora del Castillo” of Mantua and a Marchioness, with her maids-of- 
honor, paid a visit to Rome as the guest of Pope Leo. She was received * 
in full state by Cardinals Bibbiena and Giuliano de’ Medici at the Papal 
frontier on October 18 and for four months the Marchioness and her 
ladies were entertained with festivities of every description. When she 
had her first audience with the Pope, Leo refused to allow her to kneel 
and insisted that she sit in a chair beside him. As Equicola wrote to her 
son Federico Gonzaga shortly after her arrival in Rome, his mother was 
“sempre accompagnata da multi nobili de la Corte et quando cavalca 
ha pit de 150 cavalli, par regina di Roma, ciascuno la admira si per sua 
belleza et virtd ... ” 

Contemporary accounts show that plays were written and performed 
in her honor, both in Rome and in Naples, but it is impossible to say on 
what occasion Torres Naharro wrote the Jacinta with its obvious compli- 
ment of representing her as Divina, if my conjecture is correct. We have 
a reference to “una certa farsetta alla spagnuola che hebbe assai del 
galante,” * performed on the eighth of December at Naples at the house of 
the youthful Count of Claramonte, but it is probable that the Jacinta 
was given in Rome under the patronage of Cardinal Bernardino Carvajal. 
It is likewise probable that he saw the performance in Rome in the autumn 
of 1514 of Cardinal Bibbiena’s La Calandria which was given in honor of 
the Marchioness and he liked it so well that he used certain incidents in 
writing the Comedia Calamita. 


1 Propaladia de Bartolomé de Torres Naharro, Madrid, 1900, II, 122-123. 

2 A. Luzio, “Isabella d’Este ne’ primordi del papato di Leone X e il suo viaggio 
a Roma nel 1514-1515,” Archivio Storico Lombardo, 1906, Ser. 4, VI, 147 ff., and 
H. M. Vaughan, The Medici Popes, London, 1908, 185-191. 

* Luzio, ibid., 152. 
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Il. TeRence’s Andria anp THE Comedia Serafina 


In Terence’s Andria Pamphilus finds himself in a dilemma because on 
the same day that his father had ordered him to marry Philumena, 
Glycerium who was, to all intents and purposes, his devoted wife, awaits 
the arrival of their child. I think that Naharro in reading the play be- 
came interested in the problem and decided to use the framework of the 
Latin comedy in his Comedia Serafina. He modernized the setting and 
the characters in accordance with sixteenth-century dramatic taste and 
transformed the original triangle of Pamphilus, Glycerium and Philumena 
into Floristan, Serafina and Orfea. In the Latin play Philumena has no 
speaking part and is not of much importance while Orfea, weak and inert 
as she is, arouses pity or ridicule over her plight. 

Changes made in the characters of Floristaén and Serafina are helpful 
in the appraisal of Naharro’s art. Floristén, compared with Pamphilus, 
is vague and uncertain. He has apparently been driven into marriage with 
Serafina because of her unexpected arrival in Rome. The latter is the 
typical demi-mondaine of comedy who is as far removed from the innate 
purity and delicacy of feelings of Terence’s girl of Andros. 

In both plays the knot is untied with the same unexpectedness: 
Glycerium turns out to be the daughter of Chremes and therefore a 
suitable wife for Pamphilus, while as for Philumena, she has long been 
loved by Charinus. The solution is happy, too, in the Serafina because 
Policiano, Floristan’s brother, returns after a long absence and gladly 
takes his brother’s place at the altar because he had been in love with 
Orfea for years. 

Critics have found the play puzzling and some have called it a 
bufonada, accepting the opinion of Menéndez y Pelayo. In my opinion, 
Naharro did not write it as a bufonada, but it has been termed thus 
owing to the poet’s awkwardness in combining the setting of a Latin 
comedy with a Renaissance atmosphere. 


J. P. WickersHAM CRAWFORD 
University of Pennsylvania 


CANCIONERO DE BAENA, 226, V. 2 


En boses mas baxas le oy desir: 
‘Salve, Regina! Salvadme, Sefiora.’ 
E a las de vezes me parescrie oyr: 
‘Mod hed god hep, alunbradm’ agora.’ 
E a guisa de duefia que devota ora 
‘Quam bonus Deus!’ le oy rezar, 

e oyle a manera de apiadar: 
‘Cayha bical habin al cabila mora.’ 


Mr. Nelson W. Eddy renders Mod hed god hep as ‘ Mother good [god? ] 
help’ (H.R., iv, 1936, p. 126). The bracket indicates, I presume, that 
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he is dissatisfied with P. J. Pidal’s interpretation ‘Mother, good help!,’ 
which is, of course, obviously not English. Francisco Imperial gives 
virtual translations in the second line of the stanza. Queen Catherine’s 
appeal is to the Blessed Virgin, Lucina dolentibus, the Mother of God. 
The phrase therefore is ‘Mother of God, help!’ 

The last line of the stanza I approach without confidence, but cannot 
refrain from feeling dissatisfied with the Spanish editor’s interpretation. 
He suggests it means ‘ Vendra a ti obsequiosa toda la nacién de los moros.’ 
He does not give in Arabic the sentence he supposes this to be (ed. Madrid, 
1851, p. 667), but does suggest for the first two words sayagi’u biki = ‘ven- 
dré a ti.’ But gé’a bi ‘to come with (anything)’ means ‘to bring,’ so 
that the words would not bear the interpretation given. Nor does Pidal 
show how ‘obsequiosa’ is to be obtained from habba ‘to love.’ Cabila is 
ambiguously Arabic or Spanish, and mora Spanish. 

When looking for an equivalent I have consulted Mr. J. M. Dawkins, 
of Oxford, who has long experience of Morocco. For ¢ayha the nearest 
root is syh, which in the Perfect would be séha bi ‘to call upon (anyone).’ 
This is reasonably close to the text. Mr. Dawkins suggests that habin 
may be in apposition to ki ‘thee.’ The word is difficult since, unfor- 
tunately, the nearest in Arabic is hibn ‘boil, tumour, ape, monkey.’ 
We must alter one or more of the consonants or vowels. By so doing we 
may obtain: habiba ‘beloved,’ amina ‘trusty’ = leal, or hannéna ‘pitiful’ 
= piadosa. According to Seidel’s Marrokanische Sprachlehre, p. 93, the 
last, with the Moghrebi substitution of a forward vowel for 4, is pronounced 
today hntna, i.e. with the vocalism required by our text. Lerchundi’s 
Vocabulario espafiol-ardbigo confirms s. v. piadoso, m., hnin o henin. 
In view of the word apiadar in the previous line I suggest therefore 
Saha biki al-hanina al-qabila mora = ‘May the Moorish folk call upon 
Thee, the piteous one’ (optative perfect). 


Oxford W. J. ENTWIsTLE 


EL GOLFO DE NARBONA Y LA ISLA INFAME EN EL 
VIAJE DEL PARNASO CERVANTINO 


En la admirable edicién critica del Viaje del Parnaso hecha por el Sr. 
Rodriguez Marin (Madrid, 1935) hay dos referencias geograficas, el golfo 
de Narbona (III, 104) y la isla infame (III, 142), a mi parecer mal en- 
tendidas. Para aclararlas tengo que indicar primero cual es el derrotero 
del Viaje. Tiene su punto de partida en Cartagena (I, 134), escala en 
Valencia (III, 44), golfo de Narbona (III, 104), costa de Génova (III, 132), 
desembocadura del Tiber (III, 136), archipiélago de las Eohas (III, 140), 
costa de Gaeta (III, 145-147), Ndpoles (III, 148-165), estrecho de 
Mesina (III, 229-230), costa del Epiro (III, 280-281), a la vista de Corft 
(III, 296), costa de Grecia (III, 298-299), y el Viaje termina en el monte 
del Parnaso (III, 307-309). 
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Ahora, si se tiene en cuenta este derrotero, y a la vista un buen mapa 
del Mediterraneo, se comprobard que para ir de Valencia a Génova, no 
habia por qué desviar el rumbo, a la altura de Francia, hacia el noroeste, 
en vez del nordeste, para meterse en el pequefio golfo de Narbona. Y 
que lo que Cervantes designa asf es el golfo de Leén (tal era entonces su 
nombre, como hoy), que era la ruta maritima de Valencia y Barcelona a 
Génova (“El golfo de Led, que le passamos de Espafia para Genoua,” 
Covarrubias, Tesoro, fol. 34 r.), el mismo donde habfa sido hecho cautivo 
Cervantes, en medio de una tempestad; donde le sorprendié una tormenta 
al picaro Guzman de Alfarache, tan fuerte que su compafiero Sayavedra 
se vuelve loco y se arroja al mar; por aquellas aguas navegaba el escudero 
Marcos de Obregén. con su navio casi deshecho por la furia de los vientos; 
en ellas sufrié grandes borrascas el Licenciado Vidriera, pues nada menos 
que dos, y tales que una eché la nave a Cércega, y la otra a Toldén: el 
golfo, en fin, “‘donde el mar se estiende / y ensancha . . ./ que de ningunos 
vientos se defiende”’ (III, 103-105), el mismo temido de los navegantes, 
y no el pequefio golfo de Narbona, de sélo diez y seis millas, defendido 
por los cabos de Leucate y San Pedro, y nada temible. 

Se comprobard también que la isla infame no es la isla Estrémboli, 
como supuso Medina, ni la de Capri, como afirma el maestro. Que no es 
la primera, ni siquiera necesita refutacién. Que no es la segunda, lo 
prueba el hecho de que la isla de Capri, al suroeste de Ndpoles, no esté en 
el trecho que va de las Eolias a Gaeta, en cuyo trecho es donde “‘huyen 
la isla infame, y solicita / el suave Poniente asf el viaje,/ que lo acorta, lo 
allana y facilita” (III, 142-144), yendo del noroeste (isla de Cerdefia) al 
sudeste (Gaeta), hacia la costa de la peninsula que queda en frente de 
Cerdefia. Y esto, mucho antes de llegar a las proximidades de Capri y 
Nadpoles. Conforme, pues, a la derrota del Viaje, la isla aludida en el 
poema es la de Cerdefia. Pero hay atin algo no menos importante que la 
identifica: el llamarla isla infame. Para justificar el adjetivo respecto de 
Capri, nos habla el Sr. Rodriguez Marin de los excesos y torpezas sen- 
suales de Tiberio en su casa de Capri. En esto se aparta de la mitologia, 
propia del poema, para recurrir a la historia social romana. Y cua- 
lesquiera que fuesen las infamias de Tiberio en su casa de Capri (no 
mayores, no mds sefialadas que en Roma y otros puntos), ni los antiguos, 
ni los modernos, le dieron a Capri el renombre de isla infame. Por el 
contrario, celebrando a la isla y haciendo mofa de Tiberio, le denominaron 
a éste Caprinéus (Suetonio, Tiberio, § 43). Y tuvieron siempre a Capri 
por una perla, hermosisimos el cielo, el campo, el mar. 

La isla que carecia ya de crédito y estimacién entre los antiguos, y 
cuya reputacién infame llegé hasta los tiempos de Cervantes, como tierra 
de pestilencias, de plantas ponzofiosas y de mala gente, es Cerdefia 
precisamente. Cicerén declara de Tigelio, natural de Cerdefia: “Id ego 
in lucris pono, non ferre hominem pestilentiorem patria” (Epist. ad 
familiares, VII, xxiv, 1). Marcial da a entender que Cerdefia es tierra 
insalubre cuando, compardndola con la sana del Tibur, dice que para la 
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muerte no hay lugar sano: “ Nullo fata loco possis excludere: cum mors / 
venerit, in medio Tibure Sardinia est” (IV, 60). Hasta las yerbas no 
ponzofiosas de la isla pasaban por muy amargas, segin se ve en Virgilio: 
“Immo ego Sardois videar tibi amarior herbis” (Bucolica, VII, 41). 
Y porque una de estas yerbas causaba un movimiento convulsivo en la 
boca, como de risa violenta, se dijo risus sardonicus, el reir sardénico. 
Cierto escritor italiano y coeténeo de Cervantes, decia de Cerdefia: “‘é di 
sito aspero e montoso, di aria grossa e morbosa, massime d’estate.” 
(Botero, Le relationi vniversali, ed. Venetia, 1612, Parte I, vol. II, lib. iv.) 
Y otro contempordneo, espafiol ahora: “Ha tenido esta Isla nombre de 
mal sana, y asi los Romanos acostumbraban a desterrar a ella los hol- 
gazanes para que sin matarlos a hierro muriesen en poco tiempo.” 
(Baltasar Porrefio, Dichos y hechos de Felipe II, 1639, ed. Valladolid, 1863, 
pag. 257.) 


M. Romera-NAVARRO 


University of Pennsylvania 





NECROLOGY 


BARBARA MATULKA 


Ear y this past summer death by an untimely stroke removed 
a recent contributor to the Hispanic Review (see the number for 
October, 1935, pp. 338-340), Miss Barbara Matulka. 

After attending the public schools of New York City, Miss 
Matulka entered Barnard College, from which, at the end of a 
brilliant career of studies rewarded by election to membership in 
the Phi Beta Kappa Society, she was graduated in 1925. One 
year later she obtained the degree of M.A. from Columbia Uni- 
versity. After teaching for a few weeks in the high school system 
of New York City, she joined, in February, 1927, the staff of the 
department of Spanish in the Washington Square College of New 
York University. She was awarded the degree of Ph.D. by Co- 
lumbia in 1931. At the time of her death she was Assistant 
Professor of Spanish in New York University and was editor of 
The Spanish Review published by the department of which she 
was a member. 

Miss Matulka’s never abated scholarly pursuits date from the 
year of her appointment at New York University. In the field of 
Spanish she first attracted wide attention by her little book The 
Cid as a Courtly Hero: From the Amadis to Corneille (1928). 
This study is based on extensive reading of the now little read 
Spanish romances of chivalry and deals with a theme to which she 
was to revert frequently in subsequent years: ef. ‘‘The Courtly 
Cid Theme in Calderén’s Afectos de odio y amor,’’ in Hispania, 
February, 1935, pp. 63-76, and ‘‘The Courtly Cid Theme and 
Giraldi Cintio,’’ in Revue de littérature comparée, Janvier-Mars 
1936, pp. 121-140. It was, undoubtedly, her interest in Spanish 
literature of the time of the romances of chivalry that led up to her 
most outstanding study, namely her exhaustive work The Novels 
of Juan de Flores and Their European Diffusion, New York, 1931. 

Miss Matulka by no means limited her interests to these spe- 
cialized topics of investigation. Her acquaintance with many aspects 
of Spanish, French and Italian literary history and allied subjects, 
as well as with the special demands of teachers in the matter of 
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text-books, is attested by the articles and reviews, far too numerous 
to be listed here, which she had been contributing for the past five 
or six years to various philological and other journals, notably to 
The Romanic Review. Her work as a reviewer is characterized by 
a kindly and esthetic appreciation of the efforts of others rather 
than by attempts at destructive criticism. 

To the undergraduates who followed her instruction Miss Ma- 
tulka was a most inspiring teacher. Her enthusiasm and her ac- 
tivity knew no bounds. By her death a promising career already 
rich in influence and in productivity has been cut short. 


H. C. H. 
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La Universidad de California. Autégrafos de Lope de Vega Carpio. 

La prueba de los amigos, comedia famosa de Lope de Vega Carpio. 
Publicala Lesley Byrd Simpson. Berkeley, University of Cali- 
fornia Press, 1934: 145 pages. 

La batalla del honor, comedia de Lope de Vega Carpio. Publfcala 
Robert K. Spaulding, Berkeley, University of California Press, 
1934: 141 pages. 

El cordobés valeroso, Pedro Carbonero, de Lope de Vega. Publicala 
Marion A. Zeitlin. Berkeley, University of California Press, 
1935: 157 pages. 

El desdén vengado, de Lope de Vega. Publicala Irving A. Leonard. 
Berkeley, University of California Press, 1935: 148 pages. 


One can only regret that in spite of all the ink and paper used in 
celebrating the tercentenary of the death of Lope de Vega, we are still 
without thoroughly reliable editions of more than two thirds of the 40- 
odd manuscripts of plays wholly or partially in his hand. We can read 
as yet only 13 comedias in editions that reproduce the autographs with 
anything approaching accuracy. One must welcome, therefore, the 
appearance of this new series, the aim of which, as expressed in a fore- 
word in the first volume by the general editor, Professor R. Schevill, is 
to bring together in a uniform collection all the extant autographs of 
Lope’s comedias, in as accurate a text as possible. 

The volumes of this series, from the press of Graficas Reunidas, 8. A., 
Madrid, are attractively printed, in large, clear type. (The appearance 
of the pages carrying endecastlabos, however, is often marred by the 
run-over of lines. This could have been avoided, perhaps even without 
resorting to smaller type.) The sole purpose being to make available 
the text of the autograph, there is no discussion of literary or lexico- 
graphical problems, nor are variants in the Partes or other editions noted. 
A brief Advertencia preliminar in each volume gives data concerning the 
manuscript, editions, etc. The corrections and changes in the manu- 
scripts, whether by Lope or someone else, are listed at the end of each 
volume. As to the system of transcription followed, Professor Schevill’s 
foreword tells us that the punctuation is modernized and that the abbre- 
viations are resolved, the letters added being placed within brackets. 
An exception is made in the case of Lope’s abbreviation of que, which is 
reproduced as g. We note also that the use of capitals has been moder- 
nized and that no accentuation is used at all, the relatively few accents 
written by Lope being disregarded. All in all, the method used allows 
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for greater approximation to the autograph than has been provided by 
any of the previous editors of Lope. 

A reading of the volumes suggests certain minor criticisms. Uni- 
formity of method has been lost sight of at times. Thus in the first 
three volumes—they are not numbered, but I shall refer to them herein- 
after by number, following the order in which they appear at the heading 
of this review—the censuras and licencias are listed in the Advertencia 
preliminar, while in volume 4 they are transcribed at the end. Volumes 
1, 2 and 4 indicate only the recto of each folio of the autograph, while 
volume 3 gives the verso as well. The editor of volume 1 (p. 11) decides 
against listing illegible tachaduras, while volumes 2, 3 and 4 list a good 
many such tachaduras. Volumes 1, 2 and 3 retain the abbreviated 
spellings containing qg for que (agl, agsta, etc.), but volume 4 resolves 
them (ag[ue jllos, etc.). Volumes 3 and 4 transcribe the title pages pre- 
ceding Acts II and III, but volume 1 omits the “3° Acto” found on a 
separate folio before Act III (the autograph has no separate title folio 
for Act II) and volume 2 omits the headings “ Acto 2°” and “ Acto 3° 
de la Batalla del honor” given on separate folios before these acts. There 
is also lack of uniformity in the transcription of “2°” and “3°” in the 
act headings: volumes 1 and 2 give “ Acto Segundo,” “ Acto Tercero,” 
volume 3 gives “‘Acto 2°,” “‘Acto 3°” and volume 4 gives ‘“‘Acto 
SLegund Jo,” “Acto T[ercer]o.” There are finally a few cases of abbre- 
viations not resolved in volume 3: line 1693, “‘Qn” (= quien); line 2058, 
“‘asotros”’ (= a [e Jsotros); line 2975, “‘t’”’ (= cruz). 

The preliminary data need to be corrected or amplified at one or two 
points. The incorrect title Comedias de los mejores y mas insignes ingenios 
de Espafia (Lisboa, 1652) given in volume 2 (p. 8; also found in La 
Barrera and Rennert-Castro) should read: Doze comedias las mas gran- 
diosas que hasta aora han salido, de los mejores, y mas insignes poetas. 
Quarta Parte. The bibliography of volume 4 should have included 
mention of a nineteenth century MS copy, based on the autograph, found 
in the Biblioteca Menéndez y Pelayo (cf. M. Artigas, Catdlogo de los 
manuscritos de la Biblioteca Menéndez y Pelayo, 1930, p. 298). In volume 
1, when listing censuras and licencias (p. 12), the editor might have said 
that on the last folio of the MS, one reads: ‘“‘Puedese representar esta 
comedia y entremeses della; vista en Cordoba.” As there is neither 
date nor signature, this may not, of course, be an authentic licencia. 
Incidentally, the terms licencia and censura do not seem to be clearly 
understood by the editors of volumes 1 and 3. Volume 1 makes no 
distinction between censuras and licencias, calling them all censuras 
(p. 12); volume 3 (pp. 8-9) refers to both as licencias. These words had, 
at least when applied to plays, entirely separate meanings, the censura 
being the censor’s approval of the tezt of a play, the licencia the permis- 
sion for the stage representation. 

So far as one can judge from a comparison of the text and the fac- 
simile pages—each volume provides facsimiles of the first and last pages 
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of the autograph—the editors have read the manuscripts most accurately. 
There are, however, a few transcriptions on other pages open to question, 
as I shall point out below. The proof reading likewise seems to have 
been almost perfect; I have noted only one error, the inversion of lines 
2026-27 in volume 3. One might wish that a certain detail at the end 
of the manuscripts of volumes 1, 2 and 3 had not escaped attention. 
As the facsimiles will show, Lope wrote here, between the last line of the 
play and his signature, the initials ‘‘l. d. m. v. o. s.” (ie. Laus Deo 
Mariae Virgini et omnibus sanctis). It was perhaps the more imperative 
to transcribe this, since Lope’s practice of writing this and other abbrevia- 
tions of pious phrases on many of his manuscripts has been almost con- 
stantly overlooked by editors and in one case (Ac. N. IX, p. xxiv) en- 
tirely misunderstood. One further detail. Volume 2, p. 95, transcribes 
the signature under the eulogy of Lope included in this manuscript, as 
“‘A. Poso.” This is a misreading for ‘‘ A. Polo’’ (i.e. Apolo; note that the 
eulogy was given out ‘‘en el parnasso’’). The editor should have added 
here, as he does for the repartos of Acts II and III, that this eulogy is not, 
of course, in Lope’s own hand. 

The fact that two of the four manuscripts published in this series had 
already been edited critically raises a question of method. When the 
previous critical editions, presumably authoritative, presented readings 
not in agreement with those of the California editions, should the dis- 
crepancies have been noted? I believe so. In view of the aim of the 
series—to provide as perfect a reproduction of the autographs as is 
possible—the reader is entitled to know where the experts have disagreed 
in their reading of Lope’s handwriting. The editor of volume 3, without 
citing any examples, merely mentions (p. 8) that there are “algunas 
discrepancias’”’ between his transcription and that of Montesinos (Teatro 
antiguo espafiol, VII). The editor of volume 4, although he refers to 
Miss M. M. Harlan’s edition of El desdén vengado, not only does not list 
any discrepancies but even fails to point out that there are any. There 
are, in fact, as many as 58 variants in volume 3, and 42 in volume 4 (this 
does not, of course, include abbreviations). Without consulting the 
autographs, it is impossible to know which are the better readings. 
However, certain things point to greater accuracy in volume 3 than in 
Montesinos’s edition: the latter has two misreadings on the last page of 
the manuscript alone, as the facsimile will show (‘‘ Ah” for “ Ha,”’ 1. 2791; 
**Aleadle”’ for ‘‘ Algalde,”’ 1. 2811), and gives spellings like ‘‘jnbengion,”’ 
line 798, and ‘‘cjffrado,”’ line 1257, forms which Lope would hardly have 
used. On the other hand, I find only one reading in volume 3 that seems 
questionable: ‘ Yo,” line 2531, does not fit into the context as well as 
“Ya,” as given by Montesinos. If the autograph really reads ‘‘ Yo”— 
such lapses are not unknown in Lope’s manuscripts—a note by the editor 
would have cleared the matter up. The superiority of volume 4 over 
Miss Harlan’s edition is not so certain. Miss Harlan’s readings in the 
following lines seem preferable: 429, ‘‘si esto es humildad” (Leonard; 
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this would require hiatus twice), “‘y si es esto, es humildad’”’ (Harlan); 
553, ‘Siempre se ha responder”’ (Leonard; this is probably a typographic 
error), “Siempre se ha de responder” (Harlan); 871, ‘“‘es lo q ynporta 
su fama” (Leonard), “es lo que ynporta a su fama’’(Harlan, who states 
specifically, p. 34, note, that Lope did not cross out the ‘‘a” before ‘“‘su 
fama’’); 1200, ‘‘Leonardo, da a entender” (Leonard), ‘‘ Leonardo, dar 
a entender” (Harlan; the context requires “‘dar’’); 1655, ‘‘ Pues si fueras 
tu mi marido” (Leonard; 9-syllable line), ‘“‘ Pues, fueras tu mi marido”’ 
(Harlan); 2138, “lo q tubiera de vida” (Leonard), ‘‘lo que tubiere de 
vida” (Harlan; ‘‘tubiere” is more in accord with Lope’s practice); 
2604, ‘‘de dos arcas ...” (Leonard), “de dos acas ...” (Harlan; 
“‘acas,”’ i.e. “‘hacas,”’ “jacas,” is called for by the context). Most of 
the remaining differences between the two editions are a matter of 
spelling (“‘un,” “‘vn,” etc.). Possibly volume 4 gives the correct reading 
in most cases, but in view of the superiority of Miss Harlan’s edition at 
certain points, a reasonable cause for doubt remains. 

The criticisms that I have made here do not detract seriously from 
the value of these editions. Students of Lope will eagerly await the 
completion of this important series. 


W. L. Ficutrer 
Brown University 


El teatro de Nueva Espaiia en el siglo XVI, por D. J. J. Rojas Garci- 
duefias. Imprenta de Luis Alvarez, Mexico, 1935: 221 + 7 pages. 


In Mexico the Spanish drama of the sixteenth century found a native 
tradition perhaps older than its own, as well as the support and en- 
couragement of a colonial society similar in taste and organization to 
that of the mother country. Modern investigation of its history is 
beginning to yield noteworthy results. Although the scholarship of 
Garcia Icazbalceta, more than half a century ago, will be difficult to 
surpass, there has been a new survey recently by Rodolfo Usigli;! a 
monograph by M. Majion has appeared on the history of a single theatre * 
and a comprehensive bibliography of the theatre in Mexico, by F. Mon- 
terde, has been published by the Secretaria de Relaciones Exteriores.* 

Into this atmosphere of quickened interest comes a new book by 
a young Mexican scholar, intent upon presenting mainly a documentary 
record (systematically ignoring, for the time being, esthetic and literary 
values) of the Mexican drama and stage up to the year 1600. It is 
easily the most important single contribution to our knowledge of the 
Spanish-American drama since Garcia Icazbalceta’s edition of Eslava’s 
Coloquios (1877) and may well be considered to justify a more detailed 
examination than is customary in these pages. Not that it claims, or 
could claim, great originality in material: it must traverse again much 

1 Mézico en el teatro, Mexico, 1932. 

? Historia del teatro Principal de México, 1753-1931, Mexico, 1933. 

* Bibliografia del teatro en México, Mexico, 1934. 
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well-known ground, and does so, justifiably reprinting in full many an 
important text, familiar to specialists but still, like most South American 
sources, difficult enough of access. But the author marshalls all in- 
formation within his reach, nearly all that is available at present, and 
after scrutinizing it with some care, assigns it a proper place in a develop- 
ment which is beginning to show a definite outline. 

It is evident that, just as the drama of Spain showed notable re- 
tardation compared with the rest of Western Europe, the Spanish drama 
of the colonies was a still more backward growth. A glance at the six- 
teenth-century drama in the Peninsula was clearly in order. Unfortu- 
nately the author’s information—mainly D. Casiano Pellicer and the 
younger Moratin—is evidently insufficient, and his opening chapter, at 
least, may safely be neglected. In the second chapter, Representaciones 
Indigenas Precortesianas, the author, after duly referring to the well- 
known passages in the letters of Cortés, to extracts from José de Acata 
and Pedro Sdnchez de Aguilar, goes afield to speak, for purposes of 
comparison, of the pre-columban drama in Peru and Guatemala. As 
to the first, the question of the authenticity of the Quichua Ollantay, the 
author, while quoting from Raoul d’Harcourt and Torre Revello, might 
well have added a brief bibliographical note, or some reference to a reli- 
able edition.‘ Of great interest, however, are certain new items: a 
document, apparently discovered by D. Nicol4s Rangel, the author’s 
revered and lamented master, referring to the Guatemalan tum-teleche 
dance, also described by Resino de Cabrera and Clavijero. But the 
date of the document and its present whereabouts are left in the dark. 
Another interesting bit of information, concerning a performance in San 
Martin de los Ranchos, described by Bullock in 1823, was apparently 
taken from the manuscripts of the former director of the Museo Nacional, 
D. Francisco del Paso, still unpublished in the possession of D. F. Gémez 
de Orozco. It is also a good point to have drawn attention to the little- 
known Guatemalan drama Rabinal-Achi, published by Brasseur de 
Bourbourg in 1862. No mention is made of the comedy-ballet in the 
Nahuatl-Spanish of Nicaragua, preserved in the ancient province of 
Masaya and known as the Baile del Giiegiience 6 Macho-Ratén, published 
by Brinton in 1883, and which might easily be pre-columban in origin. 
At any rate, such performances were described at length by Ferndndez 
de Oviedo, who was in Nicaragua in 1529. Although in the third chapter, 
Los Primeros Misioneros y el Teatro de Evangelizacién, he describes 


* For instance Middendorf’s (1890). The late Professor E. C. Hills devoted 
an excellent article to The Quechua drama Ollanta, RRQ, 1914, V, 127 ff., chal- 
lenging its authenticity mainly on metrical grounds. The article was reprinted 
by Prof. Hills in his Hispanic Studies (1929) 47-106, and translated under the 
title El Ollanta y la literatura colonial en lenguas indigenas in Mensajes de la Ins- 
titucién Hispano-Cubana de Cultura, I, nr. 4, Havana, 1930, 235-255. The edi- 
tion by Miguel A. Mossi, Universidad de Tucumdn, 1916, has a satisfactory 
bibliography. 
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Mexican plays as a ‘transformacién adaptiva de un teatro extranjero’ 
(p. 41), the author shows no familiarity with this theatre, believing it 
to be much more complex than the Mexican. As a matter of fact the 
plays performed in Mexico may have been in large part of Spanish 
importation. At any rate the titles in the interesting notes of D. Fran- 
cisco del Paso (perhaps worth reprinting by themselves, cf. p. 51 ff.) 
would seem familiar to any student of the Spanish drama. Three of 
them, the Auto de la Destruccién de Jerusalén, the Auto de cuando Santa 
Elena hallé la Cruz de Nuestro Sefior and the Auto de la Degollacién de 
San Juan Bautista, may be readily identified by their characters as nrs. 
XXX, XXXIIT and XXX’V of the great Madrid auto-codex, reprinted 
by Rouanet, I, 502 ff., II, 21 ff. and 49 ff. In the end of the chapter our 
author moves the date of the first Spanish performance in New Spain 
up from Tlaxcala, 1538, to 1533, but perhaps without sufficient identi- 
fication of sources. The discussion of Representaciones en Colegios de 
Jesuttas is brief but welcome, since, as the author remarks, his prede- 
cessors have generally ignored this field. Although unable to consult 
the Triunfo de los Santos, 1578, in the only copy known in Mexico of a 
Carta by P. Pedro Morales, he scored a point by finding a manuscript 
history of the Fundacién de la Compajiia de Jestis en Nueva Espafia, by 
P. Juan Sdnchez Baquero, with a description of the play’s performance. 
The fifth chapter, Los Principios del Teatro Profano, is mainly concerned 
with Gutierre de Cetina and Juan de la Cueva. The former, author of 
two volumes of plays which are now lost, did not come over, according 
to the author, in 1546, as Icaza believed, in fact did not use the Real 
Cédula of that year, but must have been the ‘Gregorio de Cetina’ men- 
tioned in Luis Rubio y Moreno’s recent list of ‘Pasajeros a Indias’ for 
1550. Of greater interest even are the pages devoted to Juan Pérez 
Ramirez y Hernén Gonzdlez de Eslava. Ramfrez appears not only as the 
earliest Mexican playwright, but antedates with his Desposorio Espiritual, 
performed in the cathedral of Mexico, Cristébal de Llerena’s entremés 
in the cathedral of Santo Domingo in 1588. Incidentally, the Desposorio 
had been published by D. José Vigil, in his unfinished Resefia histérica 
de la literature mexicana, Mexico, 1909, before Icaza reprinted it again in 
1915. As to Eslava, we read once more his indignant protest at being 
arrested as the possible author of the pasguin which Icaza (and our 
author) would father on Juan de la Cueva. Eslava’s Coloquios are then 
reviewed, too briefly for most readers. They would indeed repay most 
careful study, and since only three hundred copies were printed by 
Icazbalceta, and any of these is hard to come by, a new annotated edition 
should be definitely welcome. The archaisms and early Nahuatlisms 
of the language deserve attention, as well as the substance of the plays, 
in certain parts reflecting recent Spanish influences (Cologuio X recalls 
the Monterta espiritual of Diego Sanchez de Badajoz), in others, perhaps, 
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ancient traditions antedating the Conquest. The documents in this 
chapter, as elsewhere (cf. p. 81, 1. 19), are not free from misprints and 
misreadings. Also, from Eslava’s letter it is not certain that the third 
coloquio was actually performed in the convent of Regina Coeli, instead 
of only requested. The next chapter: El ultimo tercio del Siglo XVI, 
adds some valuable information to what was known about the Bachiller 
Arias de Villalobos from the studies of Luis Gonzalez Obregén and D. 
Genaro Garcfa; also about Arias’s competitor, the professional Gonzalo 
de Riancho, who declared he could supply ‘comedias y coloquios divinos, 
compuestos en Espafia por los md&s famosos hombres della,’ and who 
occasionally took his company to Havana (1595). And there were also 
Marco Antonio de Medrano, Antonio Lépez Regalén and ‘ Hernandillo 
el representante’ (p. 116), professional players of Spanish origin, who can 
now be added to Rennert’s list, and a knowledge of whose activities would 
have modified in important particulars that excellent scholar’s study of 
Spanish players abroad.® 

From players we pass to playhouses: Casas de Comedias en el Siglo 
XVI. Carefully using photostatic copies of the documents published by 
Gonzdlez Obregon in Mézico Viejo (1900), now in the Garcfa Collection, 
University of Texas, the author attempts to locate more exactly than 
Obregén or Manuel Majion the site of the first theater in the New World, 
placing it at nrs. 113 and 111 of the Calle Repiblica del Salvador, in 
Mexico City. Of interest is also the fact that carteles were referred to as 


being ‘vso y costumbre en toda espafia’ in a Mexican document of 
March 1595.7 

The relations of playwrights with the Inquisition in obtaining a license 
for performance, are not touched upon. We may recall that about this 


5 The last coloquio: Del Bosque Divino, and its stage-directions (especially 
p. 231) seem to hark back to the ornamental use of living and dead animals in the 
celebrations of Quetzalcoatl and Xochiquetzalli. 

* Cf. The Spanish Stage, p. 339: . . . “great as was the number of Spanish 
players, they seem to have limited their sphere of action almost exclusively to 
their own country or to the Spanish possessions in Italy.” 

7 An article described by the author only as having appeared in the Revista 
de Arte de Toledo, established the use of posters by quoting from a contract with 
Luis de Oviedo (unknown to Rennert) as early as 1602, but Cosme de Oviedo was 
credited in print (in the Viaje entretenido) with their invention as early as 1603. 
The fact that Cosme was heard of ‘as early as 1561,’ as Rennert (The Spanish 
Stage, p. 133) points out, does not, of course, place the use of posters in that year; 
indeed, Sanchez Arjona (EI teatro en Sevilla, p. 101), on unstated authority, 
definitely dates it 1600. It has been overlooked that ‘El Pinciano’ (Alonso 
Lépez) in his Filosofia antigua poética, in print in 1596, refers to rétulos (ed. 
Mufioz Pefia, Valladolid, 1894, p. 315) as apparently usual, and specifically to 
those of Cisneros and Galvez, the first of whom died probably (cf. Rennert, p. 
453) in 1597. Posters, therefore, were probably known in Spain quite a few years 
before 1595, but the document published by our author is still the earliest definite 
authority for their use. 











REVIEWS 91 


time, plays were exhibited to the ‘cualificadores y otras personas graves 
y doctas’ in the ‘corredores y salas’ of the Inquisitorial Court, with 
women among the performers, and music and song such as to raise ob- 
jections from the prisoners in the secret dungeons of the Inquisition! 
These practices, in which the ‘cualificadores’ apparently usurped the 
authority of the ‘Consejo Real de Castilla,’ were enjoined by an ‘Auto 
sobre que no se representen las comedias en la Inquisicién,’ reprinted by 
Fernandez del Castillo in his invaluable Libros y libreros, Mexico, 1914, 
p. 534 f. 

In discussing the Coloquio de los cuatro ultimos Reyes de Tlaxcala, 
discovered by Carlos E. Castafieda in the Garcia Collection of the 
University of Texas, the author, on the basis of handwriting and style, 
argues against the authorship of Padre Toribio Motolinia. The careful 
paleographic discussion (p. 137 ff.), while it is sufficient to infirm Cas- 
tafieda’s revised description of the hand as ‘caligraffa caracteristica de la 
primera mitad del siglo XVI,’ does not, however, make Castafieda’s 
entirely unsupported attribution any weaker than it already was, for the 
manuscript is quite possibly a copy, indeed, bears all the earmarks of a 
copy. How, otherwise, explain that Demonio (on p. 190 of the appended 
reprint, without protest from the editor) begins a speech with two lines 
belonging to King Maxiscatzin? Or that the speaker’s name, ‘Clérigo’ 
(on p. 21, again without protest), is embedded in a speech of King 
Xicotencatl, to say nothing of other obviously vitiated passages? The 
argument of style, however, bears on the substance of the play, yet even 
that can hardly provide more than a presumption. ‘Tendencias al 
gongorismo’ are evident in the play, but such tendencies have been noted 
and criticized in Mena’s verse * and again in the sixteenth century. 

It is a valid presumption, nevertheless; but it might easily be much 
strengthened, for instance, by a consideration of the meter. A play 
which opens with four speeches in sonnets, and continues with a bewilder- 
ing variety of octavas reales, sextillas, quintillas, redondillas, romances of 
two kinds, décimas, versos sueltos, all doggedly, if often imperfectly, 
executed, would evidently be a glaring exception in the first half of the 
sixteenth century.* The book ends with a reprint of Cologuios V and 
XIV and the entremés from Eslava’s Coloquios in the edition of Garcia 
Icazbaleeta, and the text, referred to above, of the Cuatro Reyes de 
Tlazcala. 

Enough has been said to establish the inherent interest of this mono- 
graph. The bibliographical indications are not as complete as they 
might be, the texts may require a somewhat more careful transcription; 
a greater knowledge of the Spanish drama and stage and their critical 
literature would considerably improve it, but it is generally conscientious, 


* Cf. Buceta, RR, 1920, XI, 328 ff.; RFE, 1921, VIII, 178 ff. 
* Cf. Morley, Strophes in the Spanish drama before Lope de Vega, HMP, I, 159. 
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sober, methodical, and withal presented with engaging modesty. As a 
first production it is more than creditable and deserves a most friendly 
welcome. 


JosepH E. GILLEeT 
Bryn Mawr College 


Bibliografia del teatro en Mézico, [por] Francisco Monterde. (Mono- 
grafias bibliogrdficas mexicanas, nim. 28.) Imprenta de la Secre- 
tarfia de Relaciones Exteriores, México, 1934: lxxx + 649 pages. 


This comprehensive study contains an historical sketch of the theater 
in Mexico by Rodolfo Usigli; 1947 titles, with complete bibliographical 
details, of works of a dramatic nature by native Mexicans or foreigners 
who had resided many years in Mexico; 379 foreign plays translated by 
Mexicans or foreigners closely associated with Mexican literature; 
works concerning the theater in Mexico; and, in various appendices, 
titles of patriotic monologues and dialogues, the products of the regional 
theater of Yucatan, and some 72 operas by Mexicans. Most of the 
works cited belong to the nineteenth century. 

The contribution of Mexico to the drama of the sixteenth century was 
slight. While numerous references to dramatic performances attest the 
popularity of the theater in the capital and other cities of Mexico during 
the sixteenth, seventeenth, and eighteenth centuries, very few of the 
plays given were by native dramatists. In regard to the various six- 
teenth-century items, the compiler contented himself with including only 
late reprints of these works, and omitted any reference to the location or 
descriptions of either the original manuscripts or first editions. For 
instance, the reviewer would like to know the location of the manuscript 
of the first dramatic pieces by a native Mexican—the Deposorio Espiri- 
tual . . . (1574), by Juan Pérez Ramfrez, which was edited by both 
J. M. Vigil and Francisco A. Icaza; of the 1579 imprint which contains 
the anonymous “tragedy,” Triunfo de los Santos, apparently unknown 
or lost today except for the account of it in Garcia Icazbalceta’s Biblio- 
grafia Mexicana del Siglo XVI; and of the 1610 edition of Gonzdlez de 
Eslava’s Coléquios Espirituales, the most outstanding dramatic produc- 
tion in Mexico during the sixteenth century, which was known to the 
compiler apparently only in the 1877 reprint of Garcfa Icazbalceta. 

Practically negligible were the dramatic works produced by Mexicans 
during the seventeenth and eighteenth centuries, although some out- 
standing names of that era—Juan Ruiz de Alarcén, Sor Juana Inés de la 
Cruz, and Salazar y Torres—appear in Monterde’s work. But Alarcén— 
although born in Mexico—and Salazar y Torres belong rather to the 
theater of Spain; and Sor Juana is known primarily for her lyric rather 
than for her dramatic verse. Aside from the works of Alarcén and 
Salazar y Torres, Monterde cites 22 authors and 78 titles; 25 of these are 
by Sor Juana, in the seventeenth century, and 14 by Eusebio Vela, the 
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most outstanding dramatist in Mexico in the eighteenth century, but 
that he was born in that country has not yet been established. The 
remaining 39 works cited may be classified in the main as piéces d’ocasion, 
written to celebrate the arrival of a viceroy or of some important per- 
sonage, or in his honor on some special occasion. From the standpoint 
of dramatic worth they are, without exception, too insignificant to have 
affected the development of the Mexican theater. The compiler evi- 
dently did not examine the greater part at first hand, for he quotes 
notations by Beristdéin, Andrade, Garcia Icazbalceta, Nicolés Leén, 
Medina, and other bibliographers.! 

Although the theaters of Mexico during the nineteenth century drew 
much from France and Spain, there began to appear, from the third 
decade on, many native dramatists. Of these, the most deserving of 
mention are M. E. Gorostiza, whose work like that of Alarcén belongs to 
Spain rather than to Mexico, Rodriguez Galvan, and Fernando Calderén, 
both followers and imitators of European Romantic literature. Likewise 
Romantic was José Peén Contreras, the most outstanding of a long list 
of mediocre playwrights of the second half of the century. All of the 
various editions of the known works of these writers are adequately 
presented. In recent years, although there has been an attempt to use 
native background and characters as well as plots based on political or 
social conflicts peculiar to the country, no dramatist of first or second 
rank has yet appeared. Such plays as there were may be seen from the 
titles given. 

In spite of the great number of original works listed, many more 
might be added. Six manuscripts * and some fifty plays not included are 


1 In the library of the University of Texas are the following: 


1. Abarca, José Mariano de: Loa, y explicacién del Arco . . . Biblioteca 
Mexicana . . . 1756. 


2. Anonymous: Loa que segtin el estilo se dizo al Excmo. Sefior Virrey .. . 
Biblioteca Mexicana . . . 1761. 


3. Heredia, Antonio: Loa que se representé a la celebracién de aiios del muy 
ilustre Setior D. Juan Joseph de Veitia . . . Puebla, n.d. 

4. Medina, Juan de: Ircana en Yulfa. . . . En quatro actos . . . México, 1776. 

5. Rodriguez de Arizpe, Pedro José: Representacién panegyrica, y métrica 
descripcién del Triunphal Arco, que en la solemne entrada del Exmo. Sr. D. Juan 
Francisco Giiemes, de Horcasita, . . . Impreso por la Viuda de D. Joseph Bernardo 
de Hogal. Afio de 1746. 


6. Urrutia de Vergara y Estrada, Manuel: Loa, y poética exposicién del Arco, 
que esta . . . Ciudad de México. .. . 


21. Coloquio para la jura del Sefior D. Fernando Séptimo. Aguas Calientes, 
1808.—19 1. 

2. Comedia nueva. El escdndalo de México. Para mejor exemplar.—57 |. n.d. 

3. El miisico ambulante. Comedia en un acto.—20 |. 

4. La novia del Erario. Disparate dramdtico, original. En dos actos. 
Su autor, Un Mexicano.—81 I. 

5. El Nuebo Pharaén de Francia y asombro de Penitencia. Primera parte. 
De un ingenio de la Ciudad de Tlaxcala.—22 1.; one “jornada.”’ 
6. El septro de Joseph. Auto histérico, alegérico.—42 1. 
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to be found in the Garefa Library at the University of Texas; additional 
bibliographical facts can be supplied for others, copies of which were 
not available to the compiler; and other editions of some twenty of the 
plays listed were noted but space prevents a recital of these in detail. 

This work is a substantial and valuable contribution to Mexican 
bibliography and a credit to the government which issued it. Like the 
bibliography of the Mexican novel of Igufniz, it represents the accumula- 
tion of notes over a period of years by a specialist. 


J. R. Spawn 
University of Texas 


La preceptiva dramdtica de Lope de Vega, [por] M. Romera-Navarro. 
Ediciones Yunque, Madrid, 1935: 302 pages. 

Géngora’s Soledades, Deutsch von Hermann Brunn. Max Hueber 
Verlag, Miinchen, 1934: 180 pages. 

Géngora’s Sonettendichtung, von Ernst Brockhaus. Heinrich Pépping- 
haus o. H.-G., Bochum-Langendreer, 1935: 220 pages. 


The articles which comprise Professor Romera-Navarro’s volume have 
appeared before in various reviews (see p. 294) and are no doubt known 
to those interested in the field. I shall therefore keep this review within 
brief dimensions, although the problems raised by these studies seem 
worthy of a more exhaustive analysis. In the first half: “‘Lope y su 


autoridad frente a los antiguos,”’ the author rehearses in broad outlines 
the history of Spanish dramatic composition, touching upon Lope’s 
claim that he originated a new art of writing plays, and upon his belief 
that in discarding ancient rules he had successfully devised an untram- 
meled formula for the theater of his time. The author makes clear how 
greatly Lope was actuated by what he considered the people’s taste; 
we know that he watched for passages which seized the fancy of the 
audience and that he repeated them in subsequent plays. We learn the 
fate of the dramatic unities and hear about the discussions to which they 
gave rise in Lope’s day; the author then weighs the relative merits of 
prose and verse as a vehicle for dramatic expression. This question is, 
as a rule, better answered by the playwright’s genius than the critic’s 
obiter dicta. When an inspired poet clothes his creation in verse, as did 
Sophocles, Shakespeare, Lope, Goethe and Racine, the poetic medium 
is without questioning accepted as a lofty expression of national art. 
Later, when times and, with them, el gusto change, we find as much prose 
on the stage as verse, each being entirely justified by the skill and en- 
during success which the playwright may achieve. If, as is probable, 
Lope did not consider poetry the sine qua non of dramatic composition, 
his attitude may have implied only that good prose is superior to and 
more acceptable than bad verse. 

As regards the discussion of the relative merits of Spanish and Italian- 
ate verse, I believe that the enduring charm of the national meter far 
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outweighs the artifices of various imported types. Lope is at his best 
in handling native Spanish forms and his spontaneous expressions in 
indigenous measures have infinite charm, throwing into the shade the 
bulk of Italianate verse with its inherited content and repetitious out- 
ward frame. It is clear to me that Lope preferred being ‘‘de veras 
espafiol,’’ to use his own phrase, and that his inspiration was more 
effortless in Spanish verse forms. Whatever meter Lope used for 
various situations or episodes in his plays constitutes by and large a 
fruitless discussion, since his theory is one thing and his practice fre- 
quently another. A mechanical study of his technique seems of secon- 
dary consideration when compared with an appreciative analysis of his 
inspired compositions in which the depth and beauty of content impose 
themselves on our attention. To become aware of the metrical details 
the student must discard a personal interpretation in favor of a more 
factual approach. Shakespeare’s immortal utterances are almost 
entirely in blank verse. This would seem to indicate that supreme 
dramatic composition does not require a multiplicity of poetic forms to 
obtain variety. Art is thus a question of national taste guided by the 
gifts of one or more standard playwrights. Lope uses many meters to 
which the Spanish people had been long accustomed, and which could 
therefore readily establish themselves on the stage. But it is not their 
variety nor their peculiar application to a definite scene that constitute 
Lope’s excellence as a dramatic poet. 

Professor Romera-Navarro next discusses “Las disfrazadas de 
varén en las comedias.” As a detail not based on reality, but dictated 
by the romantic possibilities of Lope’s theatrical pattern, the recurrence 
of this type constitutes an artificial element in Lope’s huge opus. The 
author makes clear that it must have required a large dose of self-decep- 
tion on the part of the spectators to be fooled into taking a young woman 
for a man, all the more, as the plays were put on in the garish light of 
full day. 

The author expatiates on Lope’s creation of an unhampered formula 
for dramatic composition, in the course of which he is supposed to have 
discarded academic rules. This scholarly analysis raises the question to 
what extent, however, did he substitute one set of limitations for another? 
Because of their immense bulk Lope’s plays were bound to repeat as 
many stereotyped features of one sort or another as the older dramas. 
Recurring types and combinations, similar episodes, together with a 
repetition of basic elements of plot characterize his “‘preceptiva” in 
practice, a drawback explained by the creative effort required of him to 
furnish as many new plays as the public demanded. 

The chaotic condition of Lope’s texts makes sound or convincing 
studies in his technique most difficult. The insuperable obstacles may 
be summarized as follows: (a) some plays attributed to Lope are not his; 
(b) some are his only in part; (c) others, though his, have survived in 
such a mangled form that it would be misleading to deduce from them 
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principles of art; (d) a comparison of autograph plays with their early 
printed versions reveals numberless discrepancies; (e) many plays must 
have been printed from garbled prompter’s copies; if the latter is so, it 
would mean that atajos could have been omitted, especially if not legible, 
and that verses written in by others might have been included as by 
Lope. Be all this as it may, perhaps the soundest conclusions in any 
technical study of the comedias can be reached by limiting oneself 
chiefly to autograph versions of his plays. 

Many students the world over are busied with Lope material. Can 
their results ever be synthesized into a comprehensive whole? We 
know least about the development of his mind, about his world of ideas. 
Some of his choicest lines are readily overlooked in the midst of the flashy 
material which surrounds them. Did the organization of contemporary 
society, problems of social justice, the economic disorganization, mis- 
government, the limited education of his people interest him profoundly? 
These questions deserve extensive study. 

Finally the author deals with Lope’s poetic creed, deduced chiefly 
from his own words, especially from his attitude toward the innovations 
of his time, among which gongorismo occupies the first place. These 
pages give us a vivid account of the quarrels and discussions carried on 
by the protagonists of the two camps; they rehearse contemporary 
opinions of metrical novelties, of the violation of syntactic rules, of 
latinization, transposition and other gongorismos. Believers in the 
genuine poetic magic to be found in the Soledades and the Polifemo were 
then and always will be pitted against the critics who see in these poems 
only obscurity and crossword puzzles. The disagreement continues in 
all recent publications and promises to come to no decision as long as the 
appeal of lyric poetry is a wholly personal one. There are those who 
prefer a simple broth to a complicated minestrone, and even those ad- 
dicted to the latter are always inclined to wonder what it is made of. 
Some who sincerely admire Géngora are fascinated by his success in 
writing poetry of which the sound is impressive, but of which they have 
not grasped the meaning. In spite of excellent passages in these poems, 
it is difficult to assert that they are great works asa whole. The poignant 
fact remains that the gigantic effort it must have taken Géngora to 
compose them is out of all proportion to the limited appreciation ac- 
corded him by the handful of specialists, endowed with sufficient sensi- 
bility to feel his ‘‘ poetic magic,” and enough intuition and erudition to 
penetrate to the core of his imagery. 

Two related works are Dr. Brunn’s translation into German of the 
Soledades, and Dr. Brockhaus’s study of Géngora’s Sonnets, Dr. 
Brunn’s version has manifestly been a labor of love, done by one who has 
feeling for the art of poetry, and therefore has distinction. Inasmuch 
as the contents of the Soledades cannot be considered highly significant, 
their form has been the thing with which to catch the interest of the 
reader. This means briefly that latinization in the guise of transposition, 
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word fabrication, classical mythology, reminiscences and imitations of 
ancient poets are the ear-marks of gongorismo; that Géngora intended to 
make this newest of poetic vehicles worthy of Latin, and, on the whole, 
as he conceived it, above the intelligence of the vulgo. This process, 
in spite of all the skill which he displays, could not fail to implant in his 
art the seed of decay. Every classical masquerade in poetry has always 
been dated. With all its occasional beauty gongorismo stands for a 
unique and inimitable experiment; it can be copied with difficulty even 
in Spain and it becomes impossible in the syntax of a non-Latin speech. 
This is made clear by Dr. Brunn’s translation, the best portions of which 
are charming efforts, while the least acceptable can hardly be called 
thorough-going gongorismo. The translator admits that it is impossible 
strictly to copy the processes of the original in German. Thus Gén- 
gora’s ‘‘espejos, aunque esféricos, fieles,” is rendered in clear German by 
“‘gekriimmte Spiegel waren’s, dennoch treu’’; to be gongoristic the line 
would have to read something like “‘ gekriimmte waren’s dennoch Spiegel 
treu,”’ manifestly gibberish. 

Dr. Brunn thus simplifies and clarifies gongorismo: he converts a 
London fog into a translucent cloud. The Introduction makes the best 
plea possible for the Spanish poet’s art; it summarizes in one chapter all 
the unfavorable criticism of the Soledades, and in another all rehabili- 
tating arguments. As a mathematician the translator was attracted 
by the problems which Géngora offers, and many of his transpositions 
can seemingly be clarified by numbering in their true order the parts of 
speech, or by placing at their side an explanatory geometric frame. 
Géngora’s friends have considered him an architect and viewed his art 
as one might a novel form of building. If space permitted it would be 
worth while to quote some of Dr. Brunn’s lines. German readers should 
turn the pages of this book with profit, giving due credit to the translator 
for a tour de force, which has made many rough places plain. 

Of Dr. Brockhaus’s study in the Sonnets I can only give a brief 
resumé; detailed criticism would demand a book of equal length. The 
author examines the themes, the meaning, the sources, the structure 
of Géngora’s Sonnets. There is a classification according to types 
(Gattung), with an attempted indication of the percentage of originality 
and of imitation to be found in them. The book gives evidence of much 
information and hard work presented in a singularly unreadable form. 
We look with sympathy and regret on the endless abbreviations intended 
to save space and expense in these unhappy times; but this excuse not- 
withstanding, the appearance of the pages could have been made less 
spotty and less confusing. In his references the author makes Millé’s 
edition the basis of his commentary. The Sonnets themselves, a sine 
qua non, are omitted, but we are told that the text is that of Foulché- 
Delbosc. 

The discussion of the technique of the Sonnets, a kind of neuphilo- 
logische vivisection of the corpus of these compositions, tells us of the 
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symmetry, parallelism, pauses, balance, Steigerung, and the like, which 
the author and other critics have detected in them. This is a new, but 
questionable method of making poetry scientifically palatable. The 
commentary includes some two hundred and twenty-four sonnets, which 
are divided and subdivided into numberless categories, taxing to their 
fullest capacity the author’s wits and the reader’s credulity. The first 
group of forty sonnets is entitled ‘‘ Love and the Beauty of Woman” and 
is subdivided into fourteen heads. The “‘Durchkommentierung” then 
carries out the promise to consider the themes, imitatio (sic), and the 
poet’s language. Since the sonnets are not included, but listed only by 
their numbers, according to Millé’s edition, we have to be satisfied with 
a resumé or paraphrase. This prevents the reader from forming any 
judgment of his own, unless he has Millé at hand on every occasion. The 
author incorporates much material taken from Salcedo Coronel’s com- 
mentary and from other more recent critics. Faint praise of some of the 
conclusions is meaningless in the face of the manner in which the author 
has thrown good and bad together. 

Dr. Brockhaus does not consider Géngora the author of the sonnet 
directed against Lope: ‘‘Hermano Lope, bérrame el soné . . . ” (p. 5), 
accepting the ascription to Cervantes on the strength of the beginning 
of a sonnet which replies with the lines 


“Pues nunca de la Biblia digo lé 
ni sé si eres, Cervantes, co, nici... ” 


La Barrera and others have held the first sonnet to be Géngora’s, because 
it is included in three of the oldest manuscripts of Géngora’s verse. 
According to this theory Lope may have been misled into believing that 
Cervantes was the perpetrator of the first and replied with the revolting 
second composition. Nor can it be asserted that Lope is the author of 
the second sonnet. The cudgels may have been taken up in his behalf by 
a friend. 

We know little or nothing of these ancient hatreds and their scurrilous 
manifestations. Such anonymous utterances as have survived have not 
infrequently been attributed to well known figures without reliable 
evidence. Dr. Brockhause closes his book with a bibliography in which 
some titles seem to be bei den Haaren herbeigezogen. There are also 
various classified indices. 


RupourH ScHEVILL 
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Poesta espafiola. Antologia desde los origenes hasta fines del siglo XIX: 
I: Poesta de la Edad Media y poesia de tipo tradicional. Seleccién, 
prélogo y notas por Damaso Alonso. Signo, Madrid, 1935: 574 pages. 
This is the first of a four volume series, the others being Siglo X VJ, 

compiled by Jorge Guillén, and Barroquismo y Siglo XVIII and Ro- 

manticismo y Realismo, compiled by Pedro Salinas and Gerardo Diego. 

In his foreword Sr. Alonso explains the term poesta de tipo tradicional 

which appears in his title. In Spain an important literary current 

extends unbroken from the middle ages through the Renaissance, the 

Post-Renaissance and Romanticism, to the present day. Sr. Alonso’s 

aim: “buscar esa veta, conservarla adherida a su origen.”” Thus, beside 

the Cid and the romances, we find glosas, motes, villancicos and canciones 
from the sixteenth century and songs from seventeenth century dramas 

(jTrébole, ay Jestis, cbmo huele!). The criterion of selection is aesthetic. 

A conscientious effort is made to present accurate texts. The notes and 

glossary will be found useful. 

O. H. G. 


Don Guillén de Castro no pudo ser Alonso Ferndndez de Avellaneda. Ré- 
plica al folleto de D. Emilio Cotarelo y Mori ‘‘Sobre el Quijote de 
Avellaneda y acerca de su verdadero autor.’”’ Por Francisco Mar- 
tinez y Martinez. Valencia, 1935: 119 pages. 

This latest addition to the Castro-Avellaneda controversy, privately 
printed in an edition of 137 numbered copies, can obviously have only a 
very limited distribution. To the honor of Sr. Martinez it may be said, 
not only that he has proved his contention conclusively, but also that 
he has refrained from making a new attempt to identify Avellaneda. 
His argumentation is entirely in the form of a most successful rebuttal. 
Earlier statement to the contrary notwithstanding, he shows: that the 
aprobacién and licencia of the Avellaneda volume were given by the duly 
constituted authorities of the diocese of Tarragona; that the grabaditos 
adorning the Tarragona Quijote and the authentic editions of the two 
parts of Cervantes’ Quijote made in Valencia—Pedro Patricio Mey, 1605, 
1616—are not identical (Sr. Cotarelo’s main point), but that the impostor 
hired an engraver to copy—imperfectly—the woodcut used by Mey; 
that the valencianisms occurring in the Quijote esptireo were naturalized in 
Aragon and even in Castile; and that the literary production of Castro is 
diametrically opposed to that of Avellaneda. ey" 
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